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WILSON AIR-FLOAT CEILINGS* [ anctner new application of Homasote 
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ANUFACTURING SPACE 
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The unused corner of a WITH WILSON AIR-FLOAT CEILINGS, five construction 

warehouse — the wasted areas 

of a factory — today are E ie ’ - 

premium space potentials. 1) No ceiling joists are needed — the Air-float ceiling hangs from the 

Instead of adding a present trusses, rafters, or collar beams. 2) As a corollary, 

new wing to the plant or erecting 

a new office building, 

the expanding company can 

re-organize its present Ags , = r : 

structures from within. The sound-conditioning — are “natural” to this method. 5) Interior wall 

question is: how to convert partitions are movable, because they are not load-bearing. 

rough warehouse areas 

to modern office space— “Continuous dry-wall” construction — made possible by Homasote 

economically ... Boards—is feasible for any ceiling area. Consider the Air-float method 
in new construction, in conversion, in modernization. For blueprint 
material and full particulars, kindly address Department G-12. 


problems of this type of conversion are simplified: 


there are no alterations of pipes or wiring in the present structure. 
3) Air conditioning and indirect lighting are easily introduced. 
4) Multi-layer ceilings — for modern appearance and effective 


*Patent applied for 
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IDI Design Award winners: the 1957 Ply- 
mouth, Dodge, De Soto, Chrysler, Imperial 

with Style Director Virgil Exner (top); 
IBM’s Ramac (second from top); the IDI 
Award Committee (right): (left to right) 
Thurston, Shiple y, MacAlister, Beck Her- 
shey, Bjornerantz, Granville; GE's Kitchen 
Center with designers Arthur BecVar and 
Robert Blee (below) 


IDI awards to design teams 


The Industrial Designers’ Institute has 
again made its annual (since 1951) selec- 
tion of three design teams to receive De- 
sign Awards. “The awards,” said George 
Beck, president of the IDI, “are of equal 
merit and constitute unbiased recognition 
by professional designers of their fellow 
designers for outstanding creative work 
in industry.” The award winners (left) 
are: Arthur N. BecVar and Robert W 
Blee of General Electronic’s Television 
and Radio Receiver Division, industrial 
design section, for their design of the 
GE Kitchen Center, a coordinated assem- 
bly of kitchen appliances, pre-wired and 
pre-plumbed for minimum installation 
time, which the jury called “a great bene- 
fit to the home owner.” 

The second design team winner was 
Virgil M. Exner of Detroit, Director of 
Styling for Chrysler Corporation, and five 
of his styling staff members—Henry T. 
King, H. T. Bannister, Clifford C. Voss, 
Carl Reynolds, Robert E. Bingham — for 
their establishment of a continuity of de- 
sign in the 1957 Chrysler Corporation 
cars Plymouth, Dodge, De Soto, 
Chrysler, Imperial while maintaining 
separate design identity for each indi- 
vidual car. 

The third award went to Carl W. Sund- 
berg and Montgomery Ferar of Sund- 
berg-Ferar, Detroit industrial design 
firm, and members of their staff, R. W. 
Figgens, U. J. Pepin, H. F. Weber, and 
to IBM Consultant Design Director Eliot 
Noyes, for the design of the IBM calcu- 
lator “for imparting a_ distinguished 
architectural quality which integrates 
with contemporary office design.” 

The awards were announced on Ju! 
20th at a luncheon at the Ambassado! 
East Hotel in Chicago. The awards Jur 
are all officers in the IDI and theref: 
automatically barred from receiving 
award: Walter Granville, Chairman; 
George Beck, national president of ID! 
and head of the design staff of the ‘ 
Ithaca Plant; Carl Bjornerantz, di! 
tor of design for Sears Roebuck and ‘ 
Franklyn Hershey, Kaiser Aluminum a 
James Shipley of the University 
Illinois; Gerald Thurston, designer 
chairman of the New York chapte1 
the Industrial Designers’ Institute. 




















PROBLEM: Make appliances better looking, more 
serviceable. 

SOLUTION: Aluminum provides longer life, better 
performance and appearance for appliances. 
There’s more buy-appeal and longer service in 
trim, shelves, trays and other 
exposed parts of bright, color- 
ful, anodized aluminum. And 
it can’t rust, does not corrode, 
tarnish or chip. 








The Finest Products 
Made with Aluminum 





PROBLEM: Find new ways to increase auto sales 
appeal. 


SOLUTION: Anodized aluminum has the “look 
of sterling”’ or “‘gleam of gold”’ that gives auto- 
mobile grilles and trim parts a different new 
beauty. It can’t pit, tarnish or 
rust. And because colorful, 
anodized aluminum finishes 
are in the metal they reduce 
manufacturer’s costs. 


are made with 


REYNOLDS GE ALUMINUM 


PROBLEM: Make maintenance-free, lightweight 
boats. 


SOLUTION: For the boat market aluminum is the 
answer to quick, economical fabrication. Alumi- 
num adds sales clinching features such as com- 
plete freedom from maintenance, lightweight for 
easy handling and top performance, shining 
good looks. 


PROBLEM: Give outdoor furniture true weather 
resistance. 


SOLUTION: Because it can never rust, aluminum 
makes outdoor furniture completely weather- 
proof. New furniture tubing of color anodized 
aluminum adds refreshing variety incolor. Outdoor 
furniture is easy to make better — with strong, 
lightweight, rustproof Reynolds Aluminum. 


Makers of Reynolds Wrap 








Robert C. Watson, Commissioner of Patents (middle, 


Design patents exhibited 


Ai a time when the efficacy of design pat- 
much of a concern for both in- 
the Patent Office of 
Department of Commerce spon- 


ents 1s very 
dustry and designers, 
the U.S 
sored an exhibit of American Business and 
Design Patents (see pictures above), con- 
current with a Commerce-Industry Confer 
ence 


The particular point of reference was some 


meeting to discuss the same subject. 


new legislation being framed by Judge Giles 
S. Rich of the 


Appeals, in his capacity as a lawyer. (Judge 


Court of Customs and Patent 


Rich was a New York design patent lawye1 
prior to his judgeship and the president of 
the New York Patent soth 
events opened on May 28 in Washington at 


Association. ) 
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INC. 


right) inspects design exhibits. 


the exhibit re- 


mained open to the public through June 7. 


the Commerce Building 

The Commerce-Industry Conference was 
essentially a meeting of interested compan- 
ies Elizabeth Arden, Esterbrook 
Hoover, Isetta Motors, Knoll Associates, 
Sikorsky Aircraft, Sunbeam, Whirlpool, 
and many others—and the government offi- 


Pen, 


cials, including Judge Rich, who are active- 
ly engaged in the attempt to frame more 
comprehensive and detailed design patent 
legislation. (The proposed legislation will 


be in process for some months to come.) The 


Conference was closed to the public and 
everything was done to generate a frank ex- 
pression of opinion and comment from the 
participants. 

There were two primary criticisms lev- 


eled at the Patent Department: 1) Design 
patent legislation is not strong enough; 2) 
service by the Department is slow on design 
patents. The answer to the first criticism 
was that the legislation Judge Rich is fram- 
ing will be stronger than existing laws. The 
answer to the second criticism was a frank 
admission by the Patent Department that 
they are unable to give the kind of service 
in their design division that they would like 
but that a appropriation 
would enable them to increase their staff 


to give recent 
and hustle the process of clearing a design 
patent. 

The Design Patent Exhibit, filling the 
lobby of the Building, 
showed a variety of case histories in design 


main Commerce 
patents. Sunbeam, for example, gave the 
their 
Since design patents protect only the ap- 
pearance of an article, the exhibit did not 
present patents on mechanical aspects of 
products. 


evolution of Shavemaster design 


The patent laws provide for the grant 
ing of design patents to any person who 
has invented any new, original, and orna 
mental design for an article of manufa 
ture. Patents are granted for 3's, 7, o 
14 years. 


Skyscrapers in a package 


The skyscraper of the future will be a pre- 


fabricated structure, according to a Chicago 
manufacturer of steel buildings, Peter S 
Pederson, Jr., president of the Wonde 
Building Corporation of America. Inter 
viewed in Chicago, Pederson said he fore- 
saw pre-packaged office and high-rise apart- 
ments, along with pre-packaged plants fo! 
heavy industry. He feels the idea of a com 
pletely pre-engineered skyscraper is by no 
means fantastic, recalling that architects 
were extremely dubious of pre-fabricated 
commercial buildings ten years ago, but 
today this construction is commonplac 
Many new buildings are pre-packaged at 
least in part, Pederson points out. As an ex 
ample, he cites a new landmark on the Ch 
cago skyline, the recently completed 40- 
story Prudential Building, which uses stain 
less steel spandrels in which the windows 
have already been set. He predicts that, as 
the trend is carried to its logical conclusion, 
within the next 5 to 10 years entire hig! 
rise structures will be pre-packaged. 
further that 
building era of the immediate future 


Pederson comments 
eliminate the use of stone, mortar, and b 

in tall structures, and through use of lig 
weight metals and plastics, building weights 
will be reduced, eliminating the need 
pouring concrete in the structural skelet 
Such buildings would not only be light 
but would require less extensive foundat 
and the supporting members could als: 
lighter. Pederson feels a saving in const! 


tion costs of about 50% could be real 


; 


through pre-packaging; construction 
alone would be halved. 
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Permanent exhibit for builders 





For the builder or architect’s client who 





’ 
‘wal to dD 


shown” when a new product, 





material or type of construction is being 
recommended, the Architects Display Build- 
ing on Route 22 at Mountainside, New Jer- 







offers an answer. In a spacious modern 


sey, 





building with 27,500 square feet of exhibi- 





tion area, a variety of products connected 





+ 


residential and commercial structure 






are displayed. In contrast to the usual week- 





eng exhibits that layman and builder are 





ed to in trade shows, the Architects Dis- 





play Building is a permanent affair, with 





each exhibitor signed to a three-year lease. 






During that three year period the exhibit- 






ng company can display an ever-changing 
array ot its 
Erected by 





building products. 





suilt-In Age, Inc., a Newark 
mpany headed by Charles S. Cohan, the 
lay Building is the first of a group that 
the 







lans to build throughout nation. 






There will be no direct sales made on the 
exhibit floor. An index card system will 
make sure that the interests of each visitor 






the Display are registered for presenta- 
» the company for follow-up. All the 
exhibiting booths 
ed by Built-In Age staff guides, who 
nder orders to give their information 








compan have their 







tio) 







i illy and objectively. The exhibitors’ 

ducts have been carefully screened to 

tandards set by Built-In Age, and 

t jualifications are examined with the 
Aol ad 





professional groups in the building 





t-In Age will offer the building and 
additional fea- 
a complete reference library of build- 
trades information, catalogues, build- 
and drafting materials for the 
professional 





industries 


several 








builders, engineers, 





and architects anxious to sketch 
ented at the exhibition. 





asic display units will be 16 square 





rentals estimated at about $.81 a 
er square foot. 







“Operation Scramble” at Illinois 





blin, director of the Illinois Institute 
nology’s Design Institute, reports 
ssful experiment with a new method 
truction for design student nicknamed 
ation Scramble.” In “Scramble,” all 



















ts except freshman were grouped in 
without regard to year or major field 





Architects Display Building, 
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Mountainside, N. J. 


of study. Instead of attending a number of 
classes a day under several instructors, each 
student devoted full time to a special group 
project under one instructor. Students com- 
pleted 14 projects in the three-and-a-half 
week experimental period—the time norm- 
ally for five projects. 
Teachers and students operated faster, bet- 
ter, and more efficiently when separated in- 
to the project groups, according to Doblin. 

The purpose of the unusual program, Mr. 
Doblin says, was to teach students to func- 
tion as an efficient creative unit. Students 
broadened their knowledge of the arts by 
working with instructors outside their ma- 
jor field of study, and were able to produce 
more and become more interested in thei 


required four or 


project by removing distractions and con- 
centrating on one goal. The projects which 
the groups completed included playground 
sculpture especially designed for mentally 
retarded children, a vinyl cocoon experi- 
mental structure, lighting fixtures in which 
the bulb and the shade are one unit, and 
new designs for fountain pens. Other proj- 
ects were experiments in photography, the 
development of games for adults, a docu- 
mentation of the “Operation Scramble” it- 
self, the planning of some exhibits, and a 
student magazine. 


Good design on film 


toger Tilton, who teaches classes in film 
techniques at the City College of New York, 
is working toward a probable Fall release 
date on an educational movie he has made 
with the title “Seven Guideposts to GOOD 
DESIGN,” suitable for high school and col- 
lege introductory courses on the subject. 
The 
that Mr. Tilton has evolved over the years 
for himself and for his students in thei: 
analysis of design. The film grew out of a 
design exhibit at C.C.N.Y. and is probably 
the only American film that discusses design 


“seven guideposts” are anchor points 


on a basic education level without benefit 
(or hindrance) of specific product promo- 
tion. Mr. Tilton deplores the so-called design 
films which really concern themselves with 
appearance and styling, to the exclusion of 
a more basic approach to the design. Prac- 
ticing this preachment, he has placed his 
discussion of appearance at the end of the 
film. 

Breaking the discussion of design into 


News 


categories rather than values, Tilton’s film 
includes these sections; form follows func- 
tion, proper use of materials, proper use of 
fabrication techniques, human engineering 
i.e. appropriate functioning, economy of 
means. He feels that his understanding of 
Good Design corresponds to that of the 
Museum of Modern Art and he, like them, 
would capitalize the term to denote design 
of all periods that measures up to these con- 
temporary criteria. 

Mr. Tilton design 
Cooper Union in New York before accepting 
a position with C.C.N.Y. Prior to these posi- 
tions, he was a teacher at the State Univer- 
sity of New York at New Paltz. In addition 
to his teaching, he has been active in art and 
industrial film making for several years. 
His art film “Jazz Dance,” a blow by blow 
documentary of twenty minutes condensed 
from three the Central Plaza 
nightclub, one of New York’s gaudier jazz 
spots, him award at the Eighth 
International Edinburgh Film Festival in 
1954. His filming of the frenetic rites im- 
pressed critics on both sides of the Atlantic. 

In filming the 
GOOD DESIGN,” 


taught courses at 


hours at 
won an 


“Seven Guideposts to 
Mr. Tilton had the as- 


sistance of Carl Otto, the designer of the 
Schick “21” shaver. The film is now being 
previewed by educators and designers for 
criticisms. 





World Affairs exhibit 


Peter Schladermundt Associates, New York 
designers, conceived this stylized world map 
(above) as the focal point of an exhibit held 
month at the World Affairs Center for 
the United States, a new non-profit organi- 


last 


zation that is trying to promote citizen in- 
terest in international affairs. The World 
Affairs Center was founded by the Foreign 
Policy Association in conjunction with the 
for World Peace. 


The map depicts the earth’s surface on a 


Carnegie Endowment 


series of twelve free-standing plexiglas 
panels each eleven feet high. The panels are 
supported by light-weight tubular steel tri- 
pods. Lighting units incorporated into each 


tripod g 


ve the panels a luminous glow. 
Walnut cases in front of the map can hold 
a variety of material and can be adjusted 
so that the display surface is parallel to the 


floor or at any angle up to 90 
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Not only the colors of the toilet seats, but also the bright hues splashed on the little figure, 
are among the more than 12,000 available in PLASKON Urea Molding Compound. 





















ake the toilet seat. The molder of the Teleseat* shown 
t left—chose PLASKON Urea for a number of good reasons. 
hey wanted a strong, durable material with a smooth, 
uality surface that would not chip or peel... that was 
ighly resistant to such things as nail polish remover... 
hat would clean easily ... that was available in a wide 
ariety of appealing colors. In addition, they wanted mate- 
ia! that had good moldability—and was suitable for 
olding large shapes.** PLASKON Urea met all these 
equirements as no other material could. 

nd the toothpaste caps. Manufacturers of quality tooth- 
aste were looking for a material that stood for quality— 


PLASKON® UREA .. leader in the field 


eeroat is a Registered U.S. Trademark of Sperzel Company 


e 


2 TO MOLDERS—With the development of high-frequency 
, Urea has found wide use in many new, large unit 
». Each Sperzel toilet seat takes 4 pounds, 4 ounces of urea 

y 0 compound; the tops take 5 pounds. A 10 kw. generator, 
4 g at 60 me., preheats the urea to 160°F. in 150 seconds. 


Cc 


of toilet seats and 
oothpaste caps... 


UREA + MELAMINE « ALKYD « NYLON 





ERE ARE TWO VERY DIFFERENT PRODUCTS WHERE VERY DIFFERENT PROPERTIES ARE REQUIRED. 
ET BOTH ARE MOLDED OF PLASKON UREA...ONE OF THE MOST VERSATILE OF MODERN PLASTICS. 


had depth and richness of color, a touch and feel of 
smoothness—that was strong enough to take threading, 
was non-toxic and easy to mold. They found that material 
in PLASKON Urea. 

What are you looking for in a plastic? Color? Light weight? 
Strength? Electrical insulation? Easy moldability? Perhaps 
versatile PLASKON Urea will do the job better—and at 
less cost! Write today for complete data and technical 
assistance. BARRETT DIvISION, Allied Chemical & Dye 
Corp., 40 Rector Street, New York 6, N. Y. Aes 
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News 


People 


Walter Landor, head of Walter Landor and 
Associates of San Francisco, has been 
awarded an honorary degree of Doctor of 
Fine Arts, by the California College of Arts 
and Crafts. This is believed to be the first 
time that an industrial designer has been 
thus honored. 

Raymond Loewy Associates, the largest of 
the industrial design firms of any nation, 
has revealed that it is currently doing an 
annual business of $4 million which is four 
times its 1947 volume. There are 191 staff 
members with 155 clients listed. 

Richard Arbib, New York industrial de- 
signer, has been retained by the Gemex 
Corporation, watchband manufacturer, as 
a style consultant to its sales and design 
departments. 

Walter Granville has been retained as Staff 
Color Consultant by Design Dynamics, Inc. 
of Chicago. 





Furuta 


Sinoto 


Yosinori Sinoto and Soichi Furuta of Tokyo, 
Japan, have opened design and sales offices 
at 315 Fifth Ave., New York 16, under the 
name of Triad. They will do work in 
graphics, packaging, industrial, and inte- 
rior design. Already associated with Georg 
Jensen and Company, the two designers will 
work in a variety of media, designing in a 
contemporary manner but with a Japanese 
flavor. In addition to their other work for 
Jensen, they will act as design liaison be- 
tween Japan and Jensen. 

Jesse H. Lide, formerly of McCann-Erikson 
Inc., has joined the Client Service Dept. of 
Donald Deskey Associates. 

Raymond Spilman, has been commissioned 
by the Office of International Trade Fairs of 
the Department of Commerce to design the 
American exhibition at the International 
Trade Fair in Bari, Italy. Last Fall, Mr. 
Spilman designed the American Exhibition 
at the Zagreb, Yugoslavia Trade Fair. 
Bruce Kamp Associates of Philadelphia, in- 
dustrial designers, have been retained as 
consultant by the Industrial 
Cork Company, 
Pennsylvania. 
Donald Deskey 
industrial 


Division of 
Armstrong Lancaster, 
Associates of New York, 
design consultants, have an- 
neunced the opening of their second Euro- 
pean office with the address of Toldbodgade 
71, Copenhagen, Denmark. The other Euro- 
pean office is located at Ilford near London, 
England. Simultaneously, Sigvard Berna- 
dotte and Acton Bjorn, industrial designers 
of Copenhagen, announced a New York 
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With women casting the deciding vote in 7 
out of 10 car purchases, General Motors is 
proudly promoting their distaff strength in 
the GM Styling Section. Shown here with 
President Harley Ear! are: 
Sandra Longyear (seated), (left to right) 
Dagmar Arnold, Jayne 
Krebs, 


Helene Pollins. 


styling Vice 


Van Alstyne, Jan 


Gere Kavanaugh, Peggy Sauer, 


office, their first in the U.S.A., which will 
function in association with Deskey Asso- 
ciates and at their New York address: 630 
Fifth Ave. 

Irven J. industrial 
Maplewood, New Jersey, has been retained 
by C.B.S. Television as Design Consultant: 
The Industrial Designers’ Institute have 
been in their new quarters at 441 Madison 
Avenue, between 49th and 50th Streets, for 
about six weeks. Their phone number re- 
mains Plaza 3-8412. 

Paul Rudolph, a prominent young architect, 
has been named Chairman of Yale Univer- 
sity’s Department of Architecture. Mr. Ru- 
dolph has designed, among other projects, 
the new Arts Center at Wellesley College. 
His famous “umbrella house” in Florida, 
was one of the homes selected by Architec- 
tural Reeord as significant 20th Century 
residential architecture. 

Warren W. Fitzgerald, who has been a de- 
signer at Schlage Lock Co., and in the de- 
sign firms of Carl Reynolds and John H. 
Walter, has been named an Assistant Pro- 


Gershen, designer of 


fessor in the Institute of Design, Illinois 
Institute of Technology. Fitz- 
gerald is currently studying the develop- 
ment of automotive design from 1925-1941. 
Anton Parisson has been named a partner 
of the firm of Peter Muller-Munk Associ- 
ates, industrial de- 
signers. Mr. Paris- 
son who came with 
the firm in 1948, 
directs project su- 


Professor 


pervisors who are 
responsible for de- 
sign for a number 
of clients including 
Westinghouse and 
Graflex. 

of New York has been ap- 
pointed design consultant for the Kimberly- 
Clark Corp. of Neenah, Wisconsin, for their 
line of Marvelon decorative materials. 
John B. Burnell has been made engineer in 





Parisson 


James J. May 


charge of advance design for the Rochester 


Products Division of General Motors. He 





will be responsible for engineering « 


Sigr 
and development work on new products and 
for advance engineering on current 


rod- 
ucts manufactured by the Rochester )[j 
sion. 
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Company news 


The newly incorporated Materials Research 
Corporation offers an advisory servic 
industry on the proper use of materials and 
will assist in developing new materials f; 
specific applications. President of the con- 
cern is Dr. Sheldon Weinig, former assist. 
ant professor of metallurgy at New Yor 
University and consultant to U.S. Steel and 
Oak Ridge National Laboratories. The n 
firm has development and research labora 
tories at Yonkers, New York. 

The Automatic Electric Company of Chi. 
cego plans to add three new colors to th 
line of colored phones. The new shades 
chosen by merchandising survey among 
homemakers, are white, pink, and blue. Thy 
company’s survey indicated that most w 
men regard a white or pastel colored phor 
as a touch of luxury in their homes. T 
company’s established color line includ 
ivory, beige, turquoise, 
green, and grey. 

The Lewyt Corporation has pinned down 
optimism for the future of vacuum clean 


garnet, yell 


sales with some figures: They estimate that 
about 4 million cleaners now in operat 
are ready to be replaced. Surveys ha 
shown that about one-quarter of last yea 
sales came from customers replacing th 
five-year-old models. 

United Van Lines have added themselves | 
the growing list of companies carrying ‘ 
a redesign program to develop an overa 


4 
y 


f. 


visual identity for the company. Lippincott 9 


and Margulies, Inc., New York industt 
designers have been retained to carry 
the program, which will kick off with a ne 
brandmark design. 

According to Judson S. Sayre, president 
Norge Division of Borg-Warner Corpora 
tion, home appliance sales will equal 
exceed 1956 figures. He made the predict 
on the eve of the International Home Fu 
nishings Show in Chicago. 

The Society of the Plasties Industry cite 
about in the sales of rei 
forced last year’s volu! 
attributing part of the increase to the 
proved heat the 
which has opened new applications to! 
inforced 


increase 


25% 
plastics over 
resistance of materi 
plastics. Chrysler is now usilf 
reinforced plastic transmission gears thé 
can operate submerged in hot oil. In t! 


appliance field, reinforced plastics are bein J 


tested for iron handles which could p 
duced in a full range of colors. 

The Hotpoint Company predicts that 2 
lion air conditioning units will be sold 
1957. In the area of room conditione’s, ' 
one horsepower unit is now standard wi! 
the 15 h.p. unit extinct and the % h 
only prominent in casement windows. 
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Taste, travel and temptations 





Footloose and featherweight, you may be winging your way to Europe this summer. 
If you’re lightweight and washable as well, there’s more than a tourist’s good reason 
for making northern Italy one wing of your journey. For out in Milan’s park in the 
“Palace of Art,” the eleventh “Triennale” exhibition of industrial and decorative art 
will be in full swing from the end of July to mid-November. A festive summary of 
three year’s design in 21 countries, it promises to have a gay lot to say and to show. 

For readers who may be grounded at a desk on the left side of the Atlantic, 
INDUSTRIAL DESIGN this summer will turn its attention to previewing, viewing, and 
reviewing the news of this vast international design event. On the next 32 pages, 
we look ahead at 100 designs from abroad that Triennale travelers will see in Milan and 
at other stops along the way. In August, we shall unveil the products that America 
has sent to Italy, and subsequently we shall explore the exhibition in its totality. 


At the prospect of seeing the products of 21 nations side by side — a monumental 
temptation to judge by comparisons — we are reminded of some correspondence on 
the subject that we engaged in several months back. The British Journal of the 
Society of Industrial Artists decided to poll editors of design magazines throughout 
the world, asking their views on the relative merits of design hither and yon. When 
the questioning letter came, we sank into a deep blue hour of doubt and reappraisal, 
and emerged with this reply: 

S.1.A.: Which, frankly, do you consider the most advanced country from the view- 
point of design? How high would you say was the level of design in your country? 
The question of “advancement” in design is, to me, an extremely ambiguous and 
unsatisfactory one. The level of design in any country is never a pure or isolated 
thing, but exists in a specific relationship to many other factors — technological, 
economic, and particularly cultural (in the anthropological sense, with a small “c’’). 

It is tempting to generalize that traditional products from Japan, for instance, 
are especially pleasing to us as Westerners. Yet this means nothing in terms of 
“advancement,” because the Japanese are just beginning to evolve an industrial 
esthetic that relates not merely to export markets but to the needs of the people. 

It is easy to argue that mass-produced goods in Italy seem more sensitively con- 
ceived in form and detail; yet this does not mean that Italy is more advanced, for 
her products enjoy very limited production and consumption, and do not as yet rep- 
resent a national attainment or popular expression. 

The point is an artistic and not a political one. It is as hard to rank countries ac- 
cording to their “level” of design as it is to compare the art of various epochs. 
Design in every country is an original expression of a state of mind, an expression 
of the relationship between people and their daily life. Today, design is also an ex- 
pression of the degree of war or peace existing between society and the machine. 
It can be judged “superior” or “inferior” only on its own terms. I am aware that 
moralists do not enjoy this point of view. It is hard not to rely on the crutch of our 
own absolute Good and absolute Bad. Yet if one is serious about judging design, the 
task, as in viewing all art, is to overcome the temptation to judge its subject matter 
alone, or its moral value, and to sense its vigor, its aptness, its communication.” 

S.1.A.: What do you think is your country’s main contribution to the field of 
design? I suppose that America’s major contribution in the design of mass-produced 
goods has been a kind of vigor — no doubt some will prefer to call this vulgarity or 
exhibitionism. Some elements of the American design character are alien, and prob- 
ably irritating, to the European ideal. Yet it is dangerous to call one right and one 
wrong. In many ways the lack of formal perfection in American design is wholly 
appropriate to the fluctuating and informal pattern of American life — and therefore 
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an apt expression. Invention, novelty, bravado, change, will probably remain the 
basic elements of American design for some time to come. 

S.LA.: Do you think British design is good, mediocre or bad, and what do you 
feel are its virtues and defects? Great Britain has a rich tradition, a tradition more 
concerned with State and social custom than with art and craft, from which the 
British derive immense cultural satisfaction. This gives the British designer, beset 
by stringent economic limitations, a special problem in reconciling tradition and 
creative contemporary expression. Perhaps he is more bound by this problem — and 
reflects it in his work — than the designer in any other country today. 

I cannot say whether all British design is “good,” “mediocre,” or “bad.” The 
examples shown and published as leading designs are by and large pleasing to me. 
Yet I sense that most British design, good and otherwise, reflects very strict notions 
of a proper level of taste. The designer seems more concerned with making things 
acceptable within an acknowledged standard than with making something really 
rich, wonderful, bouyant, or inventive. I suspect he tends to see the product through 
somebody else’s eyes before he sees it or experiences it through his own. In this, the 
British designer is by no means an exception — but perhaps more self-consciously 
taste-conscious than most. 

I stress this because taste, although it expresses an immediate standard, only 
serves to smokescreen the deeper implications of art, in both its creation and its 
evaluation. Taste is very often a substitute for evaluation rather than a basis of 
evaluation. Good taste is one of the problems of a conformist society for, the moment 
something is commonly accepted as good, many other things are automatically 
shunned as bad, and it is all too easy for people to avoid thinking for themselves, 
re-evaluating, changing, as long as they have the rules firmly memorized. 

Those periods in recent history in which taste was a prevailing concern generally 
produced lifeless, dull and unenduring art. For when taste becomes an absolute, it 
is a sure road to sterile and academic design. Sometimes designs that are very bad 
by formal standards can be good on their own terms, and may even outlive those 
consciously created in “good taste.” In our country we are always in danger of an 
epidemic of good taste, of stylishness — and nothing would be more deadening. 

S.LA.: How far would you say that design today in your country had clear 
national characteristics or was influenced by an international contemporary style? 
With communication what it is today, it is inevitable that there should be a good deal 
of borrowing and influencing on all sides and in this I imagine America gives as 
much as she receives. American designers have by and large learned to admire 
the integrity of foreign styles without attempting to reproduce them here. I feel 
that American design has a character that is positive, original and spirited, yet 
is a “style” only in the broadest sense. At its base there are certain underlying 
rhythms, certain techniques, certain attitudes toward the value of products, yet 
rarely does any one idiom survive, whole and pure, to become a cliche of taste. 

S.1.A.: In your country, do popular taste and the work of your best designers co- 
incide, or are the designers trying to lead the public? 

In any country where goods are designed by one person, mass-produced by another, 
and consumed by a third, it would be unlikely to find the taste of designer and con- 
sumer in perfect harmony. Yet in this country, the discrepancy does not seem to 
present an insurmountable problem — perhaps because the human element is rather 
naturally regarded as part of each design problem. It seems, too, that many of the 
best American designers refrain from trying to impose their own taste on others in a 
militant way, yet find it possible to work with integrity to simply make new, 
good, or interesting things available and to find a common ground between themselves 
and the consumer. One fact is becoming more generally accepted: Finding such a 
common ground is quite a different matter from reproducing literally the taste of 
the public. The good designers are capable of a more subtle understanding of the 
values and pleasures and motivations that create various groups’ tastes, and of 
interpreting those values symbolically with design means that are their own. 
—J. F. McC. 
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oe ae 0& pages, INDUSTRIAL DESIGN has compiled design portfolios of 13 of the 
s lons exhibiting at the XIth Triennale, including prominent personalities, significant 
ew products, and a sampling of the designs to be displayed in Milan this summer. 





































Belgium plans to show a large range of 
products—machine tools, scientific equip- 
ment, appliances, furniture, china—at 
the Triennale this month. Its theme will 
be the growing relationship between 
Belgian art and industry. This idea is 
suggested by the polyethylene drum at 
right: its proportion, shape and sim- 
plified handles make it easy to use and 
give the air of precision for which Bel- 
gian instruments have been admired. 


>Polyethylene drum for w 


lustrial use 





| Polye th yle ne flask with bel- 
lows base. Both produc ts are 
for Sidae of Ghent. 
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Crechoslovakia 


1e hundred and fifty pieces of glassware 
| be included in the Czech exhibit at 
e Triennale. While Czechoslovakia’s 
ng history of skillful glassmaking is at 
e apparent in most of these pieces, the 
we for production in Eastern European 
intries may be taking its toll of the 
of excellence. Tvar, 
design magazine, 
that good design 


iditional areas 
ech industrial 
ently has remarked 
n products is today often overlooked by 


re- 


ducers and the public alike 


>Cut crystal vases of 
green glass. Designed by 
A. Matura and executed by 
Borske Sklo. 

with i- 


| Crystal plate 
de signe d 


grat ed blossom 


by J. Cigle r, a student. 
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Denmark 


rhe products shown on this page will make 
up part of the Danish Triennale exhibit. 
This selection suggests a continuation in 
industrialized objects of the qualities that 
have made Danish design world-renowned: 
mastery of detail and a careful choice and 
treatment of materials. A major concern 
among Danish design leaders is the main- 
tenance of this quality in the face of a 
growing demand for larger quantities of 
Danish products abroad, especially by the 


American market 


t Enamel Oni-trol casserole 
“ hich core in seve ral color 8 
har e been de signed by Vanna 
and Jorgen Ditzel 


>»Piling cans of aluminu 
des gned by Erik He lou 


Below, left Loudspeake) 
Plexiglas by Arne Jacobsen 


Below, right: Aluminun 
pitche re hy EB rik He lou 
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t Hand-operated calcula 
for for Advidaberg 


VModel of oil burne Resistance to speciallz 
1B. Hugo Tillquist () itior and great versi 
dning. Both products 


tility stamp the work of 
Bernadotte and Bion 


Count Bernadotte, son 
ot King Gustaf of 
Sweden. He has de 
signed textiles, fountain 
pens, silverware, furni 
ture, office machines. 
Seven years ago archi 
tect Acton Bjorn joined 
him in organizing what 


is perhaps closest to ar 
American industrial de 
sign studio in Scandi 
navia. They do a variety 

ndustrial products 


and have 























Finland 


The richness of Finland’s current pro- 
duction is briefly indicated on this and the 
following five pages by a sampling of table 
wares and lamps, all of which will be shown 
this month at the Triennale. One has the 
impression here that industrializatien has 
never completely interrupted Finland’s 
great handicraft tradition; rather, that de- 
signers have adapted the tradition in a 
most sophisticated way. In the refinement 
of their current work there appears to be 
more similarity to the classicism of Japan 
than to the fluidity of neighboring Scand- 
inavian styles. 





* Colored glass by Timeo Sar- Fireproof stoneware pan and 
g ! / / 
paneva, also a graphic designer’ also a set of dishes for Wartsila 
and textile artist. Arabia by Ulla Procope. 


Right page, above: Clear goblets 
by Saara Hopea. 


—Sterling forks and spoons 
from Bertel Gardberg’s studio. 























Left: White, matched 
dinner set designed by 
Kaj Franck. 

Below: A cherry dish 


by Franck for Wart- 
sila-Arabia, 


Kaj Franck, who (le 
signed this group 

products, is significant 
as a Finnish designe 
not only for his art glas 
but for handsome utili 
tarian objects as wel 
The unmatched tab 

sets and glasses (opp 
site), practical and ii 
expensive, are everyday 
items for 


many Sear 


dinavians. He conveys 


this conviction by deve 


oping richness in th 
most basie form 
th Trou gh a sensuou 


handling of details. 


Above, right: St 
drinking glass¢ 
careful 


Fi avcr, 


propo ti 


Center, right: Vv 
porcelain bowl des 
with bronze hand 


F) anck. 


Bottom, 
matched dinne? 8 


Fy anek. 


right: 
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<—Lamp by Lisa Johansson- 
Pape, who won a Gold Meda 
at the > T) ennale. 


v Lamps by Yk Nummi Tor 
Stockmann-Orno. 


Below left: Cleai glass with 
color ¢ d b) im by Timo Sa - 


paneva, 


| Stoneware pots designed by 


Richard Lindh. 


| Sterling silver pitchers de- 
signed by Bertel Gardbe rg. 


>Perspex strip lighting fix- 


tures by Nurmesniemi. 
































France 


For centuries oriented toward luxury markets— 
whether for perfume, clothes, or furniture 

France is now also beginning to realize the de- 
sign possibilities in mass-produced goods. As in 
England, one problem is the hesitation of manu- 
facturers to invest in a design change because of 
the cost of new tools for a relatively small mar- 
ket. In a country where fuel and materials are 
more dear than labor, where a low wage scale is 
further aggravated by the high cost of goods, the 
process of industrialization is inevitably held 
back. The development of an industrial design 
profession and esthetic awareness in France 
seems to have become evident first in capital 


goods and equipment 


avawces 
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Jacques Vienot, re- 
sponsible for the 
items on this spread, 
all of which will be 
seen at the Trien- 
nale, is France’s 
apostle of industrial 
design. He is direct- 
or of the Bureau 
D’Etudes Techniques 
et Esthe tiques, edi- 
tor of Esthetique 
Industrielle, and 
founder of the Prof- 
essional Association 
oT Industrial De- 
signers. Me mbe rship 
though still quite 


small, is growing. 


? Electric razor was re- 
designed for Calor by 
Vienot. 


<—Gambin drilling ma- 
chine developed jointly 
with company designers. 





Above and left: Two views 
of Salev crane lift truck 
developed jointly with 


] 
company designers 


| Open and closed views 
of Pathe Monaco duple F 


move projector. 
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flatware des gued and pro 


uced by Hugo Pott 
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Customary precision, a clear revelation of form 
through clean and simple lines mark most of the 
products which Germany will send to the Triep. 
nale. Seeing to it that this same quality 

achieved in the majority of its mass produced 
goods is the main concern of German designers 
at this point. For the most part, designers now 
divide their time between professional and edy. 
cational work since design commissions are hard 


to come by in present day Germany. Another 
problem is the tendency toward government con- 
trol in many areas of production, which has led 
to a standardized approach to design and design 
problems. An especially hopeful development, 


however, has been the establishment of the new 
design school at Ulm. With a staff including Max 
Bill of Switzerland and Otl Aicher, the graphi 
artist, its leaders are especially interested ir 
working with manufacturers on real projects for 
students. The cooperation already received ip- 
dicates that the re-emergence of a strong educa- 
tional center will be a real stimulus for Germar 
design in the future 
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* Electronic flashlight dé 
signed by Dr. Lander fo 
Vag Braun, Frankfua f 


Flatware by Joseph Hot 
4 ! 
mann for Hugo Pott. 


| 




















Great Britain 


Right: Molde d plywood 
chau by Jan Kuype rs. 





Below: Fan-heater by 
Rotor Electric Co., Ltd. 


Canada 


Main theme of the Canadian exhibit at the Triennale 
will be a selection of furnishings from the new in- 
dustrial town of Kitimat, B. C. The original project 
was commissioned by the Aluminum Company of 
Canada and executed by Robin Bush Associates. 


Canadian commissioners felt that such a unique ex- 


hibit would be more representative than a broad 
miscellaneous selection of products. 








WEA Gilbey Led on their centenary 


pm (Closed Sundays) 40m 


IGNS contrasts and counterparts 














packaging — 





1. Vacuum cleaner designed by Achille and Pier Giacomo Castig 
lioni for Rem of Italy. Nylon casing is carried from shoulder. 


29 Schematic section of Rem vacuum shows moto? sUuspe nded on 
ubber bearing in lower part; upper part acts as dust containe) 
3. Gas water heater with enamel cover manufactured by S.1.M.. 
V lan, and designed by Alberto Rosselli comes in several colors 


rubber bathroom scale }o) A. a. Ging 


4. White enamel and black 
lesigned by Acton Biorn and Sigvard Bernadotte of Cope nhage n. 


( 





On these and the following two pages is a 
scellaneous collection of foreign prod- 
ts—radios, appliances, packages, plas- 
_tools. Though none are likely to turn 
at the Triennale, they are presented 
foreign counterparts to the mass-pro- 
ed objects designed in this country by 
dustrial designers. Just as direct com- 
risons are virtually impossible, the evi- 

ent differences in solution and style are 
vealing: an Italian designer has offered 
nique concept of a vacuum cleaner, for 
tance (1), while plastics from France 
Finland (6, 7, 8, 9, overleaf) each 

emerge with characteristic plasticity. 


OH-!-NOOR 
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_L. & C. HARDTMUTH 


" original CZECHOSLOVAKIA | 








5. Advertising truck by Euge nio Carmi f 
The same advertising motif has been carried o 


, : 
packaging for gift pencils and in company station 


6. Eye symbol designed hy Olle Eksells, Sweden 


Italian firm 


aw , , 
7. Cardboard tongue and slit stands fi jurora founta 


} 


may be used in variety of window d splays: by Albe Ste 


R. Phe nograph with acrylu case by Georgio Madini. Me 
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1. Battery portable which was created by the new German design 
school at Ulm for Max Braun. 


2. Braun table model radio-phonograph was also designed by Ulm 
school. It is made of stamped metal with light wood sides and Plexi- 
glas cover. 


3. Model of pliers for shoemaking by Zdenek Kovar, Czechoslovakia. 


4. “Knifecut Pruner” for Wilkinson Sword Ltd., was designed by 
Hulme Chadwick, England, in coo pe ration with company staff. 


5. Garden shears also by Hulme Chadwick for Wilkinson Sword, Ltd 
6. Hors d’oeuvre dish in polystyrene by Alvar Aalto, Finland. 
7. Cream jug in urea formaldehyde by R. E. Brookes, England. 


3. Plastic housewares by Stig Lindberg for Gustavsbergs, Sweden. 


9. Plastic stool with magazine rack by Baillon of France. 




















The Netherlands 


That the Netherlands will emphasize industria} 
rather than handicraft products at the Triennak 
is a sign of a growing self-confidence on the part 
of Dutch industry in her designers. Until recently 
manufacturers, with the exception of a few or- 
ganizations like the Leerdam Glassworks, which 
has based its success from the beginning on an 
ideal of purity in design, have been only par- 
tially receptive to the need for industrial design, 
Now, by contrast, the chief problem confront- 
ing the Dutch designer is that industry’s prod- 
ucts are too diversified for the small group of 
practicing designers to handle. To improve rela- 
tions between manufacturers and designers, the 
Industrial Design Institute, headed by K. 
Sanders, has been working since 1950. This year 
it published an impressively illustrated survey of 
Dutch design and plans further publications 
and other activities for the future. 





Top: package for Holland 
Cheese done in red, white and 
blue by Jaap Penraat. 


Wooden loudspeaker mode! 
designed by Charles Jong: 
jans especially for radio dis- 
tribution installations. 











collector designed 


NV of We esp. 


lywood tables which 
pressed in one op- 


By P. J. Muntendam. 


Lie ad war contaime? by 


4 Zwart im silver-grey, 
blue, yellow and black. 
































The 


Netherlands 








> 
Top: W. Rietveld’s radio cab- 


inet consists of two identical 





parts for easy assembly. 






? Steel and canvas armchair 
by C. de Vries will be shown 
at Triennale this month. 


<—Liquor set for Leerdam 
Glassworks was designed by 


Floris Meydam. 





nventional fly-wheel of sew- 
machine, designed by W. 
m for Fridor, has been re- 

ced by semi-spherical unit. 

ttom: Vacuum cleaner in 

ck and white by W. K. Wais- 
for Rudolf Blik. 





























Italy 


>Television set designed by 
Butte Berizzi an Montagni 
Pos for Phonola. 


| Se ries of door handles pro- 
duced and designed by Fe al. 





Directly warm and sensuous, these products 
from Italy, host country to the Triennale, 
are an exuberant response to the challenge 
of her position. Often created by the all- 
embracing “architetto,” her products con- 
vey a pure delight in form and lack of in- 
hibition that is characteristically Italian. 
The designers show great inventiveness in 
discovering new solutions and flexibility in 
creating forms, as in the TV set at right. 





Despite an almost complete lack of local raw 
materials, Switzerland has produced indus- 
trial and consumer goods of consistently 
high design quality. Consciousness of the 
importance of good design led to the forma- 
tion of the Swiss Werkbund in 1914. Since 
then the organization has promoted the 
Swiss design ideal through exhibits, com- 
petitions, and educational programs. The 
chair at right, by Hans Eichenberger, is 
part of their exhibit which is now traveling 
in the United States. 

















Switzerland 
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Japan 


Masonite chair is steam 


pressed 


ors 
Leg 


tubes 


are 


into shape. 


hollow 


iron 


Though little experienced in Western design 
methods and tools of production, Japan has 
nevertheless had a tremendous design influ- 
ence on the United States through its tradi- 
tional art. Now undergoing a transition from 
traditional sources of form to industrial de- 
sign, many Japanese designers have adopted 
foreign styles wholesale. By contrast, Sori 
Yanagi’s Industrial Design Institute has de- 
veloped products (some of them on_ this 
spread) in media that originally were ours, 
and has translated them with inventiveness 
into a uniquely Japanese idiom. 


?f Three-wheeled pick-up 
truck turns easily on nar- 
row roads. Curved front 
panel is a new feature fo1 
Japanese trucks. 


| Fluorescent light of sim- 
plified, efficient design. 
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Chair and stool (center) 
are of heavy plywood bent 
by high frequency electric 
wave mold for strength. 








(as do other models) 
that will not pierce 
Tatami floor matting 














The three calandars, at left 
and below, are all from 
Yanagi’s studio. Paper cal- 
andars below are die cut in 
continuous piece, then folded 
into correct forms 


>Desk lamps by Yosine 
Sinoto, former designer fa 
Yanagi’s studio now in t 
U.S.A., are for Sankyo 

tric Company, Economic 
and easy to mass produt 
the lamps are stamped frm 
aluminum in two pressing 


t Ceramic tableware and cer 


‘ 


imics for industrial use will 
be featured at Japan’s Trien 


nale exhibit this month. 


»>Mass-produced Masonite 
tea table has been lacquered 


black in traditional manne? 
































| MILANO 








ipan will exhibit at the Triennale this summer 
r the first time. In addition to the traditional 
ramic tea sets, the exhibit will emphasize cer- 
nics for industrial use—sewage pipe sockets, 
icibles, an octopus trap, and insulators (oppo- 
te page, far right). Pictured here is a model of 
» exhibit as it was displayed at the Takashi- 
ava department store in Tokyo before being 
ent to Milan. Through many of the products 
ins an attempt to reinterpret characteristic 
Japanese wares, such as the low, boxed street 
antern (foreground, below) for Western use. 








Design Management Symposium 


Philadelphia Museum School forum: designers as managers and how to Z,, 








Package Designers Council 


Discussion of professional standards. design philosophy, materials supplier 








Package Research Conference 


Lippincott & Margulies meeting on scientific standards for package effectiv 














Five viewpoints on the designer as manager 


Philadelphia Museum School of Art, April 27, 1957; Co-sponsored by Industrial Design 


Introduction: Joseph Carreiro, Director of 
the Industrial Design Dept., Philadelphia 
Muse um 


School: 


The direction, ultimate level, and future of 
industrial design education is a subject of 
vital concern to me. In turning this prob- 
lem over in my mind certain questions re- 
main unanswered, and in some areas everi 
the questions remain cloudy. 

One of the that constantly 
comes up is: What is the highest level to 
which the industrial designer may aspire? 
What are the problems at this level and 
how can we chart a more intelligent path 
to it for the exceptionally talented student? 

Wondering what a school might do to 
educate itself to the needs of the profes- 
industrial 


problems 


sional and world it serves, we 
have brought educators, company and inde- 
pendent designers together to ask people 
who have attained the position of design 
manager what it is, what responsibility it 
entails, and what the school can do to train 


men for the job. 


+ 
Institute of 
Tech nology ° 


Jay Doblin, 
Des gn 


Director of the 
Illinois Institute of 


The question of design management is very 
. : 
difficult to speak on, but what I would like 


to ao 
of Des 


s tell you what we at the Institute 
gn are doing to train people for this 
type of position. 

First, 
need for such training: it is estimated that 
2,000 who have—or 
have within ten years—a person known 
as a design director, usually on a vice- 
Presidential level. There are two types of 
eor 


we are strongly conscious of the 
th “o « 4 

there are companies 
wil! 


panies who use designers in this way: 
consumer products manufacturers and 
I materials suppliers. Both types need 
tt sign director, but the need is even 
Ss yer in the materials businesses. There 
ign director is responsible for defin- 
corporate image of the firm he 
©, giving it a form and carrying 
‘gh in everything the company does. 
to build the personality of the 
and this is especially important 
sells not a finished product but 
rial for others to give form to. 
sumer goods firms, the design di- 
ust understand the levels of design 
to help set the goals for product 


¢ 


planning. The way I see them, using the 
example of a gasoline pump, the levels are: 
1. Designs, restyling 
Fundamental change in mechanism 
Completely reengineered concept 
Reworking of design environment 
Eliminate the gas station 
Eliminate refueling 
Eliminate the car 
Design for outer space 
The must understand 
these various levels, and plan to make the 
transition from oneto the nextin the future. 
There are also three less tangible areas 
where the design director can play an im- 
portant role in the consumer-oriented com- 


design executive 


pany: interpreting the needs and wants of 
the consumer to management, predicting 
the trends in competition, and stimulating 
innovations through his talent for creative 
visualization. 

These are the things the designer has to 
offer for a place as a manager, but if it 
weren’t for business’s increased depend- 
market 
would not be arriving where he is. 


ence on design in the place he 
This 
dependence is indicated by an increase in 
design hours for almost any product: for 
example, it can take from 50,000 to 60,000 
design hours to produce one modern refrig- 
erator model. As hours go up, costs go up, 
and responsibility goes up—the design di- 
rector must be prepared to accept this re- 
sponsibility. 

Where design 
from, and how is he trained? He usually 


does the director come 
comes into the company as a specialist de- 
signer and increases his knowledge of the 
entire company until one day he can as- 
sume responsibility for its total operations. 
When he reaches this point he has ceased 
to be a specialist and has become a general- 
ist. There four gains this 
generalized view of the company: 


are ways he 

1. His basic motive is problem-solving 

any kind of problem—and he applies his 

techniques to more and more areas of the 

company’s work. 

2. He has the drive, interest and ambition 

to be a force in management decisions. 

3. He wants to accept an immense amount 

of responsibility. 

4. He can profit by the experience behind 

him, the knowledge of others on the staff. 
The industrial should 

therefore train people in these four areas, 


design school 
giving them the problem-solving techniques 
and a minimum level of professional skill, 
inspiring their drive and interest in what 
they are doing, and trying to build a bal- 
ance of talents and interests to make the 
students as broadly educated as possible. 
The training for a well-rounded designer 
must be three-barrelled: it must give him 
a cultural and sociological awareness—but 
not out of books, because this is dead learn- 
ing; it must foster creativity and it must 
develop in him some good work habits. 


Arthur N. BecVar, Manager of Industrial 
and TV Divi- 


sion, General Electric: 


Design, Appliance Receive) 


In developing the ability for creative think- 
Doblin 
understand the 
manager in today’s 
that is 
must take place. The job of the manager is 


ing, to which Jay referred, it is 


important to role of the 
business community, 


because where creative thinking 
to lead people rather than to order them. 
This is difficult for the manager to do when 
there is an urgent job to be done. It is 
done by blending thought and action in 
making decisions. The manager’s job can 
be broken down into its elements of plan 
ning, integrating, and organizing. 

Planning on the broadest and long-rang« 
level is the responsibility of the president 
of a company, but it goes on all the way 
down through the management levels. Or- 
ganizing is a getting the best 
people to do the job required by the plan 
whether they are drawn from the company 
staff or hired from outside. Integrating is 
the most difficult job of all: it is the crea- 
tive problem-solving approach. 

Another of the 
please people. To please the suppliers and 


matter of 


manager’s jobs is to 
purchasers, the customer with the product, 
the employee with the job, the owners of 
the company with the products. 

To perform this role, the 
manager seeks patterns to guide his think- 
ing. The his day-to-day 
decisions is his anticipation of the needs of 


many-sided 


broad basis for 
the complex social, economic and political 
environment in which he operates. He has 
of all 
people, time, money, facilities, materials. 
This is the real problem for the manager: 
utilize 


to make use resources, abilities of 


how do you these resources? To 
answer that question, the manager has to 
be conscious of the entire mechanics of 
the business. 

Looking at the question from the busi 
ness point of view, the company’s desire is 
to see that there are personnel who are 
capable of taking on the responsibilities of 
But its that 


most companies have not provided the cli- 


managers. real problem is 
mate for managers to grow and function 
The answer lies in decentralization, in dele 
gating responsibility as close to the action 
level as possible. People should grow in the 
experience of making decisions, and this 
will help them to operate at the manage 
ment level. 


How 


objectives of the business, so that the man- 


ean design be integrated into the 
ager can be conscious of design goals and 


include them in his sense of responsibility 
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to the company? First we must define just 
what is to 
be accomplished. In order to answer this, 


what the design objectives are 


the design manager must be in constant 
with all business and 
their objectives—especially what is called 
so that de- 


with the company’s 


touch areas of the 
the product planning objective 


igns are consistent 
objectives. 
There individuals 


in the company who have a special role to 


are, however, certain 
play. The engineer, the industrial designer 


and the scientific researcher are creative 
people, and their potential contribution is 
not directly proportional to where they sit 
the The 


contributions to a business will be made by 


on management hierarchy. real 
the creative engineer, the creative designer 
and the creative scientist because they are 
the men who can think out a problem and 
produce a solution. 

Therefore the task of the schools, if they 
are to serve business’s current needs, is to 
find out the real values of creating as an 
individual, and to produce the people who 
do this. The for 


signers, engineers, scientists Is urgent be- 


can need creative de- 
cause future technological growth depends 
on them. The individual contributor is the 
and the more 


people who understand the entire business 


backbone of productive work 


structure the better any one individual can 
function as a contributor. 

A final point: one of the most important 
problems arising out of the new methods 
of communication. This 
poses the greatest challenge to the man- 


management is 


ager in the areas of clarity of purpose, 
common interest and mutual respect. There 
must be real communication of these values 


if the manager is to function successfully 


in his new role. 


Domenico Mortellito, Manager of the Cen- 
tral Design Section, duPont: 

I have a feeling that in its present day 
application, the term “design management” 
is too loosely used. I say this because to my 
knowledge there is no such thing at present 
as design management—either as a profes- 
sion, as a school course, or as an accepted 
title or position in top level management in 
The 


term needs clarification, awaits acceptance, 


any large industrial organization. 
and must gain validity through practice. I 
do not doubt that design management will 
one day be an inseparable part of indus- 
trial management. But then it will become 
one of a group of functions, and will lose 
its singular type of identity. 


There are several widely heralded ex- 


amples of “industrial design management,” 
such as that of Walter Paepcke for the 
Container Corporation of America, Hough- 
ton for Corning Glass Works, Olivetti for 
his Corporation, and others. What is not 
apparent is that these are examples of de- 
sign by individual choice, by hunch or per- 
sonal taste. It is the effort of these busi- 
nessmen to combine their cultural aspira- 
with their industrial achievements 
in a manner that builds stature for them- 
selves and their companies. 

There is nothing wrong with this idea, 
but it does not provide a formula which 
industrial institutions can for the 
selection of design managers. 

What it is important to see, however, is 


tions 


use 


that design in industry is today being rec- 
ognized as a necessity—in some cases, per- 
haps, a necessary evil. It seems obvious 
that industry is going to need pre-trained 
design managers, but they will have to 
have special qualifications because design 
management: 

is a special and an important job; 
knowing the image 
and becoming an effective vehicle for it; 

requires knowledge of creativity, both thé 


requires corporate 


techniques for inspiring it in others and 
personal creative know-how; 
requires talent, ability, and great faith 
in the function of creative design so that 
examples where there is a 
question of intent or direction—in other 
words, be able to give proof. 
But there are other important things 
design management must be aware of: 
1. Today’s client is not an individual but 
a corporate group. 
2. Design is a function which, like sales, 
promotion, advertising, public relations, en- 
gineering, and development, 
serves both production and sales ideas, and 
must contribute to the total strategy. 
3. Design is not something that can 
isolated from any part of management or 
production without losing or diminishing 
its effectiveness in terms of a successful 
job, a good product or a significant idea. 
4. Design management has a threefold job: 
a) to inspire and direct creativy, 
b) to specify and control production 
practices, and 
¢) to police or follow through on design 
jobs to insure that policy and thought 
are carried out. 
5. Design is not a supplementary adjunct 
to industry. If it is anything, it is an inte- 
gral part of industry. Like any sound prac- 
tice in industry, it is most effective when 
used as prevention rather than cure. 
Our training of design managers for the 
new resources of industry has to be done: 


one can set 


research 


be 


—quickly, to meet the growing need; 
—comprehensively, to make design man- 
agers capable of meeting the staggering 
challenges of the new electronic and chem- 
ical age; and 

humanistically, to permit design man- 


agers to flex and change with the | 
ioral patterns of a changing world. 


J. Gordon Lippincott, Lippincott and . 
gulies: 

The primary function of top management 
is clearly and precisely to determine th 
corporate objective—“what is 
ness?” The role of the industrial design 
at that level is to participate in that defir 
tion of objectives, in the form of askir 


our busi. 


the question, “what should our corporat 
look be?” The greatest contribution a de. 
signer can make to the corporation is t 
make such a policy statement. 

The design manager’s second target 
to structure the design goals and orier 
the design department to implement th: 
policy arrived at. There must be, howeve: 
a policy to begin with. The problem ofter 
is to convince top managers that it is im- 
portant to get design objectives express 
in corporate policy 

Top management needs to be shown t 
importance of design in corporate pol 
but it is only the design manager who ¢a 
convince them. What is needed in the bus 
world is an institute of 
study to train the people to do this wo 
think this thought out. 

A special research school is needed be- 


ness advanced 


cause the course of study itself remains t 
be defined, and that cannot be done withir 
the framework of the day-to-day work 

the design school. The institute must be 4 
meeting of people with a wide range 

knowledge to contribute: philosopher, arch: 
eologist, physicist, sculptor, industrial de- 
and 
contribut 


signer, painter, psychologist, mal! 
others should called on to 
their point of view. One important cond 
tion of their getting together is that the 
should meet with some degree of insulat 
against the influence of advertising ané 
other pressure elements of our culture, § 
that they can work out the problem in 3 
free and creative atmosphere. 

Any phase of design can be rescarched ! 
a pure sense, by a very creative and ta: 
Seminars held in 
should be open to the men of this propos 
institute and others with wide perspectiv’ 

If training of a new kind of designer 
what is needed—a designer who can thi! 


be 


ented group. industr 


and execute in terms of an entire busines 
and its relations with the communi 
around it—then I would suggest that you 
do not think in terms of post-graduatt 
work in existing schools, but think instea¢ 
in terms of an entirely new kind of inst 
tute of design. 


* 


t 





What can designers contribute to management? 


H. Creston Doner, Libby- 
Owens-Ford: There are many 
designers who still want to 
concentrate their life on de- 
sign execution. They think that 
they can’t do a good design job 
f they are burdened with the 
managerial aspects of the busi- 
ness. There is a parallel situ- 
ation in the engineering field 
and it is a problem to industry 
and the individual. There are, 
however, some cases in which 
a man should remain in the 
creative field and not be trained 
or a managerial position. The 
me may come when a top de- 
r is paid more than the di- 
rectors of design. 
Raymond Spilman, consultant 
designer: A student should 
trained to think that 
limiting 
n. He should be trained 


not be 
“management” is a 
posit 
to the viewpoint that eventu- 
ally he can manage the de- 
sign he has created. Too many 
designers think that 


ment 


manage- 

s essentially their enemy 

and they should not step over 

the boundary into management; 

that if they do they have lost 

their relationship to the crea- 

tive world. There must be some 

point at which the two overlap. 

We must find areas where crea- 

tive people can transfer their 

feelings into management. It is 

this transitional point in educa- 
tion that has been lacking. 

oseph Carreiro: All too often, 

we think of management as be- 

j administrative—the mana- 

eems simply the one who 

nages. But the administra- 

irt of management is the 

mited part of it; the most 

ng part takes manage- 

nto the domain of the de- 

and this is the innova- 

irt of management. The 

r is essentially an inno- 

ind this is one of the 

vhy he is so ably suited 

© a top management 

re is, then, no transi- 

veen creativeness and 

ent like that which 

man referred to. Crea- 

‘ists in management, 

the link between the 
and management. 

his is the area where 

designers fail: they 

op management level 

translate their crea- 


Open discussion on three questions 


tivity into the terms of policy. 
J. Gordon Lippincott: Yes, they 
do fail in this Some 
companies have found that de- 
signers who became managers 
were 


respect. 


more desirable as de- 
signers than as managers. The 
reason is that 80°. of their ex- 
perience was not being used in 
their management roles. But I 
agree with Joe Carreiro that 
the link and 
management can be effected by 
properly employing the design- 
er’s creativity. 

Arthur BecVar: While we are 
on the subject of individual cre- 
ativity, we ought to think about 
the individual, since there is a 
general tendency to 
him in the large organizational 
structure. It is important to 
consider how this individual is 


between design 


overlook 


going to get his values out of 
life. What 
achieve, and how can we help 
him to achieve it? Most compan- 


does he mean to 


ies are doing this for the man- 
ager, and he gets a fairly good 
salary. The designer, on the 
other hand, is not paid on a pro- 
portional and certainly 
does not get a higher salary 
than the manager. He is caught 
between his desire to do his cre- 
ative work and his feeling that 
our society measures achieve- 
ment in dollars. Consequently, 
his neighbors rate him as un- 
successful. The only 
where a creative person is paid 
proportionally to his contribu- 
tion is in the research lab. 

Lippincott: A manager has his 
frustrations as well as rewards. 
He suffers. I am not sure that 
the manager is 


scale 


place 


“higher up” 
than the creative designer in a 
social sense. The creative man 
is contributing more to our cul- 
ture. A highly creative designer 
working by himself may make a 
greater contribution than a cog 
in an industrial machine. 

Carreiro: You 
question of rising in the man- 
agement ladder. 


bring up the 


How far can 
the industrial designer go? 
When a designer who has at- 
tained the level of 
finds that he 
head on the ceiling of his par- 
ticular company, many times he 
is diverted into another area 

and many times this area is 
sales. 


manage! 
has bumped his 


Doner: In my present job there 
was a definite job specification, 
and it wasn’t long before I 
reached the ceiling in what I 
was to do and what I was to 
earn. So I tried to push the ceil- 
ing up by taking on additional 
responsibilities that were not 
included in my job specification. 
The specification was changed, 
and the staff was upgraded. 

Spilman: The reason the de- 
signer can do that is that he is 
trained to put his knowledge to 
a useful end: it is his ability for 


visual thinking that enables 
him to extend his position and 
take in the corporate image. 
Carreiro: The designer is also 
trained to become a generalist: 
this is one way of broadening 
his viewpoint. This is another 
bridge to management. 

John Alcott, Rhode Island 
School of 


tion is an essential of design, 


Design: Organiza- 
and the designer can go back 
to the individual parts of the 
production 


process and har- 


monize them. 


How broad a training for design managers? 


Alcott: One of the most danger- 
ous things a school can do is to 
set up a separate curriculum 
for design managers. You will 
then get people who are inter- 
ested in the field of industrial 
design but who cannot perform. 
The job of the educator is to 
help people grow in a field, but 
the student must be able to per- 
form as well as to think. 

Jay Doblin: I think you should 
teach the student to think first, 
and then teach design as a spe- 
cialty. To do this, the design 
student should first enter a lib- 
eral arts college to gain matur- 
ity and a broad base for his 
later work. The students who 
today take an extra year in ad- 
vanced study do so wisely: in 
ten years, they will be making 
more money than the students 
who went to work immediately 
after finishing design 
The difficulty with specialized 
education, like 
that the student discovers that 
by the time he has finished, the 
material he learned has become 


school 


electronics, is 


obsolete. So perhaps we had bet- 
ter go back to the beginning and 
begin training him in a general 
way. Then he can take an extra 
study to 
bring him up to date in his field. 
Industry is 


year of specialized 
supporting this 
scheme by subsidizing its per- 
sonnel for their Masters. 

Theodore Jones, Jnstitute of 
Contemperary Art: It is fine to 
think of a five-year education 
but is this realistic? Firstly, it 
may be bad to have students for 
Then 


again, design schools may have 


as many as five vears. 


trouble getting students for a 
five-year program, when they 


can get a qualifying degre 
elsewhere in four years. But if 
they must be given a five-year 
education, the best way is t 
have them go to a liberal arts 
college for two years, and then 
teach them design three years. 
Robert Redmann, Unive rsity of 
Bridgeport: Liberal arts is a 
great help to the student 
studying to be a designer, but I 
disagree with these proposals to 
accomplish this end. I think it 
is a defeatist attitude, since the 
first thing said is that five years 
instead of four are necessary 
If we design educators are to 
be responsible, the question we 
have to ask ourselves is: how 
can we teach more efficiently? 

In the school where I teach, 
students are given four years 
of liberal arts and four years 
of design—but these run con- 
currently, and make for a 
gradual evolution in maturity. 
Doblin: The 


this system is that there is a 


disadvantage of 


division of interest between de- 
sign and liberal arts. This split 
generates a lack of vitality in 
design. I believe the system of 
learning through project worl 
is a better one than curriculum 
education. 

Redmann: The force that af- 
fects the drive of the students 
is the vitality of the teachers 
When the teacher himself is di- 
vided between liberal art inter- 
ests and design, the enthusiasm 
of the student can be 
tained in neither. 
Robert Tyler, Latham-Tyle: 
Jensen: The purpose of these 


main- 


symposia is to determine what 
contribution the designer can 


make to industry at the de- 
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cision-making level, and how 
ean the designer become a 
vital part of and shape the de- 
cisions of management. We 
might call this goal participa- 
tion. The industrial designer 
should have a broad goal in that 
he tries to determine how he 
can influence society through 
industry. Educators should be 
concerned more with the goal 
than the technique: once you 
have established the goal, the 
technique takes care of itself. 


Doblin: But you can’t teach de- 


sign as an art subject. Art re- 
quires a personal emotion deci- 
sion, and this is hardly the way 
to train managerial material. 


Carreiro: Unless something is 
personal, imaginative and emo- 
tional it can never be innova- 
tive. The unique thing about in- 
dustrial design is that it is a 
marriage of logic and expres- 
sion, of emotion and analysis. 
This is what the designer has to 
contribute to management, and 
what he must be taught in the 
design schools. 


Do designers fit in as managers? 


Alfred Blumenfeld, Rohm and 
Haas: One term that has been 
often used is the word “as- 
sume.” To train designers so 
that they can assume mana- 
gerial responsibilities implies 
that industry is waiting for 
someone to come up and fill 
a vacancy that already exists. 
But the truth is that this va- 
cancy usually exists only in the 
minds of the enlightened. It is 
important to study how de- 
signers have climbed to top 
management levels to find out 
how they have convinced the 
firm that design is a way of life. 


Mortellito: Another way of 
looking at the question is to find 
out how design managers will 
eventually fit into the manage- 
ment pattern. In order to solve 
this problem, there should be an 
institute of advanced study, 
such as Gordon Lippincott sug- 
gests. Perhaps such a question 
is difficult to answer, because 
the people who are qualified to 
answer are not here today. 


Seymour Silverman, Westing- 
house TV and Radio Div.: One 
of the factors that divides de- 
signers and managers is this: 
the manager has a money re- 
sponsibility, is in a profit posi- 
tion. The designer, on the 
other hand, has no money re- 
sponsibility because he is more 
concerned with what his col- 
leagues will think when his 
product hits the market. He 
is not particularly concerned 
with the amount of money he 
has to put into the project, or 
the profit situation. This is 
management’s biggest fear 
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about the designer, and to a 
large extent is the reason why 
design has not yet reached the 
management level. Whether or 
not it is actually true, manage- 
ment still has this fear. 


Doblin: The most amazing 
single fact about industrial de- 
signers is how emotional people 
can make decisions, and then 
convince completely logical pe- 
ople that their emotional deci- 
sions are logical. The only ones, 
however, who can get away 
with this are the highly repu- 
table people. 


BecVar: One of the dividing 
points between designers and 
managers is that designers are 
symbol-oriented while man- 
agers are word-oriented. There- 
fore we must teach the man- 
agers how to think, as well as 
the designers—each group needs 
the orientation of the other. 


Carreiro: But in accommodat- 
ing each to the other, we must 
be wary of extinguishing the 
special talent they have to con- 
tribute. When a management 
buys a young designer, he is 
raw, he thinks he knows it all, 
but eventually he will be tem- 
pered and will sustain just 
enough flame to keep the pot 
boiling. If the management ex- 
tinguishes the flame, it will be 
the loser. If we all become logi- 
cal, statistically oriented de- 
signers we are not guaranteed 
of being good designers. The 
same talent makes an innova- 
tive manager that makes a cre- 
ative designer—and it is partly 
emotional and partly analytical. 


Silvermine, Conn., June 8, 


Cc 


Vance Packard, author of “The Hicdey 
Persuaders”: I should say at the outset | 
feel a little out of place because I am not 
sure what a package is. I used to think of 
a package as a box until I got into research 
on motivations. Packages can be cellophane 
wrapped around lettuce. I notice Tide Mag. 
azine now talks about the man in Florida 
who is selling packaged homes in a pack 
aged community. And a package can even 
be a book jacket. 

People buy on the basis of irrational! 
reasons, but we should also make the point 
that in our economy today, it is becoming 
harder and harder to buy on a rational 
basis because of the technological improve. 
ments. More and more of our products, like 
gasoline, cigarettes, whiskies, even tires 
and cars, if they are not entirely the same, 
are all good and all pretty much the sam 
As a matter of fact, in my research on 
of the things that fascinated me was that 
advertising men themselves kept saying 
that products were all the same. What that 
proved was that it took their genius t 
make them different. Through their artis. 
try, they made the things seem different 
people’s minds. So there is a search on for 
helping people discriminate on an unrea- 
sonable basis, on the assumption that the; 
can’t discriminate on a reasonable basis 

One kind of difference-making is th 
kind where the people can identify then- 
selves, where you get a self image, wher 
people see themselves. That is why a good 
many studies are being made to give cig- 
arettes, gasolines or automobiles self in 
ages, images that a large section of th 
public can identify themselves with. So yo 
get four kinds of gasoline, and one of then 
like Standard Oil, is austere, one like Tex 
aco, playful, and so on. All the gasoline 
course, is the same. 

Another technique is to give people re- 
lief from their hidden guilts and anxieties 
Billions of dollars in products being sold 
today ‘involve this guilt and anxiety, be- 
cause the public is being offered self-in- 
dulgent or “easy-does-it” products. Basic- 
ally, Americans are still puritans and don’ 
know what to do with the cake mixes an¢ 
the whiskies and cigarettes and appliances 
that are supposed to solve all tneir pro: 
lems for them. 

A third way is to offer sexual reassur- 
ance. People are selling lingerie by helping 
the women see themselves as beautifu 
lovely, feminine creatures. 

Another form of this approach to ma! 
keting is to make the product seem esp 
ally appropriate to the class you are 4» 
pealing to. This can be illustrated by ™ 
design of a candy box. The manuf 
needed two candy boxes, one to 
$1.95, and the other for $3.50; tl 
box to be sold to the lower-incom’ © 
customer, and the $3.50 box to the uppe™ 
income type customer. The Color Resear 
Institute made a very thorough study 2 
concluded that for the expensive cane! 
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for the 
recom- 


nine cent box; 
the $1.95, they 
mended a 50¢ which would seem to be 
onal. The reasoning was that for the 
income people who buy a box of 
candy—the boy who buys the candy and 
the girl who gets the candy—the box itself 
a lot more important than the candy. 
The girl will want to save the box, if it 
s a nice one, as a jewelry box. The Insti- 
tute recommended a metal box, and I think 
they made it a bright vermilion color, with 
the ribbon a bright blue. The other paste- 
for 


board box of expensive candy 
ipper-class people, they colored in pastel, 


they could use a 


candy, 


iper 





box 














muted colors, because they established, as 
I understand it, that the lower you go in 
the brighter the 
should be, and the higher you go, the more 
muted they should be. 







ncome groups, colors 








| would wind up only by saying, as an 





vutsider, that I hope that in selling the 






package, you still give the people their 
money’s worth of the product inside. 






Richard Manville, Richard Manville 


sea ch, Ine. 





Re- 






We are here today because you have de- 





¢ 


faulted on your responsibility to the manu- 





facturer. You have failed to package 
yourself as a product, and you are so busy 
packaging everybody else, you have failed 








sell yourself as a necessity. How many 
manufacturers can name five of you? If I 






said to him, “name five good packaging de- 
signers,” what names would come to mind? 
One firm, to my knowledge, maybe two, has 







en selling you as a profession. 






Who should make market studies? Right 


now 





manufacturers 





are turning to re- 
firms to do the job you should be 
n selling them an integrated, total 
concept. Where packaging is paid $2,000 
and research is paid $2,000, you can get 
$5,000 when you package them together. 
You are giving up your business by default 

you are 















letting everybody else 






wa nto your area. Get a good outside 


on. Make a with them. 
re you are willing to live by what 

you. Make sure you learn their 
t, and that they learn your view- 
Che manufacturers will profit by 
e end. Make sure that shelf tests, 
ts and in-use 







orgar at 





tie-up 















tests are all taken 
deration before you decide on this 
that picture, because when you 
duct you need a unique point of 
And you should even tell the 
irer, as Mr. Packard stated, 
e package, but the product still 
because you are defaulting in 
nsibility to the consumer.” If 
ad, the manufacturer will say 
‘new package and the package 
















ont Arens: It seems to me, from 
view of logicality, that if I do 
and want it evaluated, I do 





Puckage Designers Council discusses three themes: 


Research: buying it, using it, incorporating it 


much better to let someone who isn’t in my 
vest-pocket evaluate, rather than let some- 
one who is in my vest-pocket evaluate it. 
That is a point I wondered if you would 
care to comment on, 


Mr. Manville: The thing farthest from my 
mind was a vest-pocket operation. I said to 
set yourself up with a good outside re- 
search organization. I must admit some 
research organizations, like some doctors, 
are not very good. I think the same could 
be true of package designers. I think there 
are several good firms around that you can 
team up with on a good working relation- 
ship, where you would not have the accu- 
sation which you very legitimately pointed 
out, that you are using a so-called captive 
house. That is what happened with adver- 
tising agencies. They came out with re- 
which the client that 
their packaging work was the very best. 


“search, convinced 


But I think there is a happy medium. 


Mer- 


Associates: 


Henry G. Burger, Vice President of 
Robert Zeidman 
One of the trends I want to mention, al- 
though Mr. Manville hinted at it, is toward 
integrated marketing. A good example is 
the catsup bottle fiasco. While there are 
a lot of factors involved, I can 


chandising, 


point up 
two which I think show the need, not for 
changing the glass shape, but for doing 
integrated marketing in the packaging. 

One is, there was no tie-in between the 
advertising campaigns and the appearance 
of the package. The new package, 
when you saw it on the shelf, looked like 
another product, even though the contents 


new 


were the same. There was no language on 
the label to that the new package 
would fit into the refrigerator. A housewife 
would think the old held The 
package must tell its own advantages. It 


show 


one more. 
is not enough to tell the ingredients. 

The second factor is that some package 
work not any fundamental 
product change. However, catsup in the 
wide mouth bottle quickly discolored. With- 
out knowing too much about chemistry, | 
am sure there are anti-oxidants that could 
have prevented it. No change was made in 


does involve 


the product. It was merely put in a new 
shape. 
Alan Berni, Alan Berni Associates: I 


would like to know in your estimation as a 
research man, and as a director in market- 
ing, what your opinion might be of a pack- 
age design firm setting up a separate de- 
partment for market research and testing; 
how it might influence the packaging field? 


Mr. Manville: I don’t know what the ulti- 
mate shape will be, whether it will be a 
vestpocket captive firm, or a wholly-owned 
subsidiary, which is the McCann- 
Erickson has set up a separate publicity 


trend. 
department, a separate research depart- 
ment and other separate departments. 

I feel it can’t but help to give a salutary 
effect. I think it is all to the good. Whether 
the ultimate form will remain that way, | 









don’t know. I say unless you fellows inte- 
grate, combine, coordinate, if need be go 
out and buy and set up your own separate 
PDC research fund, I say they are going 
to walk away with you. 


Egmont Arens: Could I make a comment 
on that? You said that if designers did not 
get into this field pretty quick, the research 
organizations are going to step into this 
field and preempt it. Is that 
you said? 


about what 
Mr. Manville: Research cannot design, and 
I did not mean to give that impression. 

Mr. You felt 
boat by not doing it, and we are losing a 


Arens: we are missing the 


tremendous lot of business. Supposing we 


all put research organizations into 


shops. Does that mean you independent re- 


our 


search boys are going to go out of busi- 
ness? Probably not. In other words, don’t 
you think there is going to be a give and 
take here; some designers are going to go 
out and buy research if they need it for in- 
dividual packages and individual research 
projects, and others are going to put re- 
search in because they have a big organiza- 


tion and want to dramatize that business 


Milton Immerman, 
Walter 

One of the basic principles that effects 
all that of 
the integration of all our skills in the or- 
ganization. We do practice architec- 
ture as such, engineering as such, packag- 


partne) and Projects 


Admin. Dorwin Teague Assoc.: 


’ 


the questions on research is 


not 
ing as such, product design as such. But 


we do all this 
We look upon a department store project 


work in our organization. 
as a vending machine assignment. Part of 
it is an architectural problem; some of it 
is an industrial design problem; some of it 
is an engineering problem; but it is the co- 
ordination of all these efforts that makes 
up the end result. This promptly elimin- 
ates being able to say what percentage of 
effort is creative. It is all creative. We be- 
lieve that everybody in our organization 
does a creative job. This includes our of- 
fice boys, who are encouraged to be creative 
in the handling of their daily work assign- 
ments. It includes our comptrollers, who 
do a creative job of cost accounting. Sine: 
when do designers, who serve mass produc- 
that is the only 
business, all of us 


tion reason we are in 
live in an aristocracy 
of creative groups, partitioned off, with 
creativeness assigned to certain groups 
within the organization? In our organiza 
tion, we want to hear from everybody. 
The first thing we do is not researching 
of the project; the first thing we do is find 
the problem. What is it exactly we are sup- 
posed to do? Now, this doesn’t mean that 
the manufacturer who has come to us for 
assistance has no problem. It doesn’t mean 
he has a problem, either. We don’t accept 
his definition of it, 


tion may indicate 


because close examina- 


—_ 


here is nothing wrong 


with the package; he just needs a new 


sales manager. 
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Cc 





Vice 


Associates: 


Ray Stock, Exec. 


Gianninoto 


Frank 
Growth, in my 
book, is the happy consequence of turning 
out work. the transition 
from small to big is not without danger. 
Ours is a field in which the tradition has 
always been one of personal service. 


President, 


good However, 


Today’s package designer can be that 
kind of a up to a point. He can 
handle the first package he designs in a 
He can give his 
attention, skill and training to his second 
client and his third and fourth, and per- 
ten But what happens 
when the eleventh company comes along 
while he is still working with the previous 


person 


personal manner. own 


haps to clients. 


ten? He is no longer capable, from a purely 
physical point of view, of doing the job 
himself, and must be content with doing 
what is essentially supervisory work. And 
even direct 
supervision sometimes becomes a physical 
What the de- 
signer at the head of his own business, in 
terms of 


as he attracts more clients, 


impossibility. happens to 


he 
becomes more and more of an intermediary, 


his own creative powers, as 


a salesman, and less and less a designer? 
A designer must set his own limitations as 
our 


to growth. In own organization, 


have taken the position that we don’t want 


we 


to get so big that we cannot personally ser- 
vice our clients. 

The greatest asset in a firm, which has 
grown beyond the one-man organization, 
is the design staff. What should our rela- 
tionship be toward this valuable property? 
How do we handle this sensitive and often- 
times volatile group to bring out the best 
ideas, harmony and team effort? 

In working with our own staff, I believe 
in the importance of the design conference. 
I feel that designers must not be treated as 
workers on a kind of giant design assembly 


belt, each plugging away at some detail 
without knowing what product is being 
made, what the totality must be. 


Now we come to the delicate question of 
remuneration. Is the designer paid ade- 
quately for his work? To argue this point 
we must first decide what he is being paid 
for. What experience and services does he 
bring to a problem in the development of a 
design? Is he a competent artist, or is he 
being paid for his skill as a designer, mer- 
chandiser, color expert, engineer, and vari- 
ous other professional skills? If the latter, 
and I think it is increasingly so, then I be- 
lieve he is underpaid. Very few designers 
get for their entire fee for a new package 
lesign an amount that equals a one-page, 
yne-time insertion, color advertisement in 
Life. Yet, in any given week in which a 
claimed 24,000,000 people see Life, I dare- 
say that at least four times as many people 
see the package. Without going into all the 
the importance of the 
package, which I am sure many of you 


ramifications of 


can detail most eloquently yourselves, let 
me just point out here that merely as an 
advertising medium, the package is being 
today lower fee than it 


designed for a 
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merits. The problem in this area is to es- 
tablish a realistic balance between the im- 
portance and value of a top notch design 
job, and its cost to the manufacturer. 


Lee Epstein, attorney at law: In general, 
the public will take you pretty much at the 
valuation you place on yourself. If you are 
going to act in a cut-throat competitive 
manner, that’s how your clients are going 
to treat you. If you treat yourselves as pro- 
fessional people and go out for business 
with dignity, you will be met that way. 

I can think of some similar businesses, 
or professions, in which the failure to es- 
tablish proper codes has had very bad re- 
sults. One is the advertising agencies, 
where agencies spend thousands of dollars 
to get new work, get up lavish presenta- 
tions—something I don’t let my clients do. 
(I tell them, if you are going to make a 
slot machine, don’t show that slot machine 
to a slot machine manufacturer. If you go 


to a coffee manufacturer, show him the 
slot machine.) 
If you want to act like a profession, 


there are several things you have to do. 
One of them is to realize clearly that you 
are selling a service and not a product. 
While you call yourselves package design- 
ers, you are not selling a package. I don’t 
think any of you would get up a package 
and go to a potential customer and say, “I 
have this package.” A printer will do it. 
You make it clear that what you are sell- 
ing is a service, as all professions do. A 
lawyer may deliver a brief or a contract, 
but what he is selling is a professional ser- 
vice. When you get his bill, it is marked 
“for Incidentally, 
maybe I am giving away a trade secret, 
but there will be much less resistance if 
you say “for professional services,” and 
list all the services, the conferences, con- 
versations, spell it all out. It goes much 
better than if you said “for professional 
services: designing one package.” 

The other side of professional standing 
is simply discipline within the profession. 
The legal profession spends much time in 
policing itself, protecting the public 
against malpractice and wrongs. As a re- 
sult, we often feel that one of the reasons 
the legal profession is in such bad odor, is 
that lawyers are willing to say within the 
profession that their fellows have misbe- 
haved, and will even publicize the fact. 

I wish I could give you a list of ways 
in which you should exercise self disci- 
pline. I can’t. Justice Holmes years ago 
said, “the growth of the law has been his- 
tory and not logic.” In the same way, a 
code of ethics is history and not logic. No 
matter how careful you are, at some point 
you will find somebody who is within your 
code literally, yet all of you feel that his is 
a shabby way of acting. The only thing I 
can suggest is that you will have to sit 
down and change your code of ethics. It is 
an after the fact way of doing it, but other 
design organizations have had to do it 


professional services.” 











2. Ethical competition within the profession and iow 


from time to time, and nobody is snart 
enough to foretell everything that a pro. 
will frown upon. A tax man will 
find a loophole in the existing tax laws. and 
the next session of Congress will amend it 
and then they will find a new loopho! 

The third thing you have to worry about 
is limitation on practice. You can’t become 
a lawyer unless you pass an examinatior 
Doctors must But anyon 
can call himself a package designer. Thy 
story is told that Moss Hart, when he mac 
his first money, bought himself a boat, a 
new jacket and a yachting cap, and went 
to visit his mother in Brooklyn. She said, 
“What is that?” He said, “I’m a captain.’ 
And she said, “By me you’re a captain and 
by you captain, but by captains you're n 
captain.” I could get stationery printed to- 
morrow which says, Lee Epstein, Packag 
Designer. By me, I would be a package de- 
signer. By package designers, I would not 
be a package designer. It is more than a 
joke. The PDC should mean 
You cannot at this stage get the states t 
say that a cannot himself 
package designer unless he passes an ex 
amination. If your own admission requiré 
ments are to mean anything, a package 
designer cannot be somebody who just has 
stationery printed. 

This goes back to my prior point of self 
discipline. Suppose somebody does some- 


fession 


have a license. 


something 


person call 


thing everybody else in the profession 

mad about. If PDC means something, yo 
can say, “you are out of the organization 
and it might mean something. If you t 
somebody now you will take the PDC tit 
off his name, he says, “who cares?” If 

doesn’t mean something new, it may ever 
tually mean something to have PDC aft 
This is something that M: 
Manville referred to as packaging the pri 
fession. If you do that, you can have som 


your name, 


means to police your organization. 


Mr. Arens: I would like to ask Mr. Epste 
one question with regard to a code. 

You say if the code of ethics does no 
cover the situation, change it. Would yo 
say that in a group, which was set up't 
be a professional group, and was found t 
have a great many who were rot moving 
in the preferred direction, would you thin 
it would be advisable to downgrade t! 
ethics, or do you think it would be bette! 
to keep the ethical standards and hop 
some day the group will see the advantag' 
of maintaining these high standards? 


Mr. Epstein: I think the code of ethics—t! 
i personal point of should 

normative, rather than descriptive. Ma! 
it a goal to which you aspire. If it 

merely descriptive, you will have to adm! 
that everybody in the profession is justified 
in using the tactics that the lowest mem» 


is a view 


is using. Particularly in a new organiza 
tion, I think you must aim for a goa! whi 
you would like to achieve, rather tha’ 


make the code of ethics so low that it 
comes meaningless, so that anythi: ¢ Y? 












































































t do would fit under it. 





do not think you should have ex post 





rules. If you say that something can 





ger be done any more, you cannot 





d minate against someone who has al- 
done it. 





There is a legal 





phrase, 
dog is allowed one bite.” It is only 
bites you that you say 
a vicious dog. If you think something 





after he 





can 





rong, say, “Listen, from now on this 





tuff doesn’t go. If you do it again, we now 






have a rule of ethics against it, and we will 
toss you out on your ear.” 






Mr. 
relation to that. A good many professions, 
h as lawyers, 





\{rens: There is one other question in 






believe that it is wrong 
to incorporate; that it is better to keep 






professional standards by not setting your- 


if 





up as a business but as a profession, 
erefore not indulging in corporation. 









om There has been a good deal of thought 
=f on both sides of that question, partly on 
‘e account of the tax situation. What is your 
« iggestion on that question? 






Mr. Epstein: Under the law, lawyers can- 
not incorporate, neither can doctors. Archi- 


tects 
cl 






cannot in most states. 









Dave Chapman has a corporation, called 







¥ Design Research, which handles the re- 
& search aspect of the design job, although 
< he himself in just the design work is not 





ncorporated. 





Ear 





rhere is nothing to stop a professional 










































































































































Pi from owning a corporation. Those of you 
4 who want to form research corporations, 
‘= like Dave Chapman has, could, of course, 
S isé a separate corporation as part of the 
bd ame package, or as a separate job. The 
i main function of incorporation, aside from 
ie taxes to avoid unlimited liability, and 
a he aura of taking protection behind a cor- 
4 porate form does not fit in with the feeling 
a of ndividual ‘responsibility and rela- 
& | n with the client. I think the designer 
ha ho practice as an individual, but I do 
; hot think it would be unethical to engage 
t ! orporate activity. 

bad. 

Same Query: One of the main problems that we 
Fe LACE th the large design company and 
- dual small designer—is the matter 





We know in 





other 
egal, architectural 


professions 






there are cer- 





dards for fees that have been put 
potential client as a base fee. 
ct may work on a certain per- 
the design plan. An interior de- 
get a certain percentage of the 
of the assignment, and so on. 
think the package design pro- 
in establish that 
keeping with the assignment, 
does just the design for the 
arch plus design, or engineer- 











certain fees 
































. plus marketing plus design? 
that this type of fee arrange- 
” established so that the de- 
rdless of his size and stature 
| professional field, can then 


























npetition from materials suppliers 





put forth to his potential client a better 
means of operation, and consequently lead 
to greater recognition of his talents. 


Mr. Epstein: You are so varied I think if 
you drew up a minimum fee schedule, it 
would probably militate against the 
smaller people. If I can get a big name for 
the same fee, why should I get somebody 
I never heard of. There would be a ten- 
dency to go to the big name, if you could 
get them for that fee. I think one of the 
things you can do is avoid competition on 
a price basis, but this is not always pos- 
sible. I just don’t know how to answer the 
problem, except that designers will go 
around and say that they will do the same 
job cheaper; ultimately, all of 
work at a low margin. 


you will 


Query: You certainly are all aware that 
your biggest competitors in package de- 
sign, at least on mass market products, are 
the packaging materials suppliers, who 
have added designers to their staff and 
offer speculatively-designed packages, in 
the hope of selling the package and getting 
the job of supplying the materials. At the 
same time, you have the problem of man- 
agers who are very economy minded, who 
want as much as possible for as little as 
possible, and who are happy to have a de- 
sign tossed into their lap with no cost. 
That there is a hidden of 
everybody recognizes. 


cost, course, 

We need help to sell package design as a 
part of the whole marketing operation, 
where it is not a one-package project, but 
part of the whole marketing problem, the 
whole marketing objective; where you 
work on an overall basis on all packaging 
work for the you sell 
yourself not as a supplier, but as some- 
body on the marketing team. 


company; where 


Mr. Stock: If management wants as much 
as possible for as little as possible, the in- 
dependent designer offers him just that on 
a one-package project, and even more as 
a member of the team when a line of prod- 
ucts is involved. 


Query: 
that are offering 
similar services, and perhaps just as com- 


We are actually faced with the fact 
supplier organizations 
petently as design organizations. They are 
offering those services free, and are com- 
batting and competing directly with inde- 
pendent design companies. If they are 
starting at the low end of the ladder, for 
nothing, and the large design firms are 
charging high fees for the same or a sim- 
ilar type of service, how can the design 
profession fees that be 


establish will 


equitable? 


Mr. Epstein: I have the same problem in 
my work as a lawyer. I am asked what I 
will charge to form a corporation. I can 
form a corporation in an hour, and I will 
be glad to form corporations all day long 
for $75.00 apiece, if I had that kind of 





work. But I only get to form one every 
two weeks, let’s say, and I will charge 
$250.00. 


I have always said to designers that they 
should pay for the privilege of being de- 
signers. If you are hungry for the job and 
you have overhead to pay, there is a ten- 
dency to say, “I can do it for less.” You 
charge what the traffic will bear. But you 
are always going to underestimate what it 
you. A designer should never say, 
“I am going to be paid $10,000.00. The job 
has already cost me $11,000. I'll quit now.” 
I know that industrial designers always 
finish the job. They want to make the job 
perfect. 


costs 


Milton Immermann: | would like to answe1 
one question on this matter of suppliers. 
I think there is a professional stand that 
you can take persuasive, | 
think it is wise to inform your prospective 
client, and 


that is very 


even those who now employ 
your services—and to keep reiterating this 
fact—that his art, 
true enough, but it is always geared to his 
limitations or 


the supplier supplies 


his needs. He will give you 
a design for a folding box, a cellophane 
envelope, whatever it might be—a solution 
to the problem suitable to his own limi- 
tations. Therefore, the client is not getting 
the problem resolved to his interest. This 
is an important 


point to keep stressing 


over and over again. 


De 


I have a lot of sup- 


Maxwell Rogers, Director of Package 
sign, Avon Products, 
pliers calling on me, who are very anxious 
to with a package design and, 
they say, at no expense to ourselves. These 


come in 


packages might have been done by very 
good package designers; sometimes they 
are not, but more often they are not done 
by the staff of the box company or the 


bottle company. These companies hire free- 
lance artists and give them the problem; 
the solution is taken back to the supplie: 
and then submitted to us. The reason fo1 
this is that if they submit a design that 
will pass my desk, and I show it in a pack 
aging conference, or to a package commit 
tee, and it is accepted, | am immediately 
obligated, purchasing is obligated, every- 
body else is obligated to that one supplie: 
I stay away as much as I can from any 
designs that come directly from a supplier, 
unless they are unusual, where the con 
the 


design that they have put on that particu 


struction itself is so in harmony with 
lar project that it has to be given furthet 
consideration. Not only is the free-lancer 
not of the 
company, not too aware of our problem, but 
further I do not want to be obligated. With 
many suppliers doing that same thing, | 


familiar with the personality 


have to send out letters this year to stay 
away. And still they come. I can under- 
stand it. I just don’t like to work that way 


unless I am forced to 














Martin Prehn, Design and Account Super- 


visor, Donald Deske y 
does the designer define his work? I think 


Associates: How 


of what I do as solving packaging prob- 
lems in all their phases. This is a pretty 
complex thing and of course, prior to do- 
ing any solid thinking, I get together as 
many facts as possible. I have sometimes 
expressed it this way: A design solution in 
some way is like getting together all the 
figures, like doing an arithmetical problem. 
The more figures you can get, the close 
you can come to the correct answer. It is 
a system of bringing facts to bear on a 
particular problem. 
Most of the solutions, 


them, have to do with visual communica- 


I would say all of 
tions for the mass market. A good many 
of the things that I do are for supermarket 
consumption, developing package person- 
ality, seeking what I like to call emotional 
liaison with the consumer. | dig for such 
things as symbols, familiar things that 
have meaning to people on either a con- 
scious or an unconscious level. 

I think any one of us can recognize that 
these methods of working have been used 
in the past. You have heard the expression 
“there’s nothing new under the sun. There 
is nothing original.”” And maybe there 
isn’t. But there always seems to be a new 
way of taking the commonplace, handling 
it a little bit differently, making it seem 
fresh. Therefore, I get back to the familia1 
ymbols, things that we all recognize, 
which have deep meaning for us. The prob- 
lem is to put forth those things which have 
the proper associations for the particular 
product. 

There is also an obligation on a design- 
er's part to—you might say—quarrel with 
his client; not to accept some of the re- 
strictions that are outlined; to determine 
what are bona fide restrictions and what 
are not, which ones are based on fact, and 
tradition, fear and 
inhibitions that tend to block the 


things that do make sense. 


which are based on 


other 


It is important that you express your- 
elf to the client 
think. And “goofing,” 


how you feel, what you 
making a mistake, 
admitting you don’t know but can find out, 
I think helps to break down the potential 
barriers between a client and a designer, 
to get it down on a human level, to dissolve 
any feelings that you are some superman, 
or some guy up in the clouds. 

I would like to express a few things 
about the designer himself. A designer has 
think the 


broader his background—the broader the 


to be a good many things. | 


um total of his experiences—the more ef- 


fective he can be as a designer. In addition 
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to having a tremendous total of experi- 
ences, he has to have an awareness to 
those experiences. Lo experience and yet 


not be aware ot what is going on is a 


rather unfortunate tning. The designer 
must have tne ability to uraw on the rich 
fund of the sum totai of experiences, to be 
able to call on his nidden reserves of 
knowledge. It is essential that a designer 
have an awareness of life, to know what is 
going on around him. He must have the 
ability to feel and to express. If you don't 
teel anything you cannot express anything, 
and all your experiences are bottled up in- 
side of you. | think basically one’s philo- 
sophy, one’s attitude about life, and the 
ability to draw on this inner file of ex- 
periences are of the utmost importance. 
There are all kinds of design theories. 
You do this, you don’t do that. As for 
myself, | design by feel. I think one just 
works without consciously appealing to so- 
called principles. But after a point you 
examine your works and you just get a 
feeling about them. This isn’t quite right, 
that isn’t quite right. I think this is a situ- 
ation where you rely on your instincts; call 
it the creative instinct. I think that is the 
important that a 


most contribution 


designer can make. 





Design has 


Will Burtin, graphic designer: 
emerged as an all-encompassing present, 
which visual ap- 
proach, from architecture and painting to 
pictures and TV _ programs. If 
someone made a statement of that kind 


includes all areas of 


motion 


some 20 or 25 years ago, it would have 
ounded like a broad sort of statement to 
swallow. Now the evidences are before us. 

When we say design, we don’t merely 
mean a more or less individualized way in 
which we express our personal attitudes 
toward the problem. What is meant is that 
a sufficient number of experiences have 
been accumulated, and are open for com- 
parison as well as study. On that basis it 
has gradually become clear that the de- 
signer is a human man or woman, in a 
time when people are not sitting most of 
their lives in one particular place, but are 
continuously moving and changing (and 
even if they stay in one locality, they are 
in continuous contact with the world at 
large through TV or movies or news- 
papers, so that the whole idea of isolation 
has changed). As a matter of fact, the 
whole idea of—let’s call it—intimacy of the 
environment has changed, and is increas- 
ingly dependent on interpretive thought. 

I have just been reading a review of a 
book, just published, called “The Modern 
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Trend in Human Values.” The rev ew 
pinpoints an object here, which I think 
pertinent to this subject. He says the e 
tire world community is confronted wit 
an inability to determine what method 
appropriate for the establishme: 
moral, esthetic, and legal values. And 
is thus left up to the scientist to help pa 
the way for material values. It has appa) 
ently rashly been defined as remaining f 
the scientist alone. 

I believe that is a very compelling stat 
ment. How could he pave the way? It isa 
very true that science has influenced 
morally by using what this reviewer cal 
the value-free judgment on which a great 
deal of research is based—research whi 
in turn determines the attitude of ma 
toward This 
plausible ar 


people designing. resear 


usually, seemingly, gives 
swers. Yet the designer, offering a visua 
approach, or as an interpreter of meaning 


is confronted with the findings of research 


he usually finds that most of his judgments 


are based on his past performances. We 
designers usually find there is relatively 
little use, or seemingly little use, for the 
data that has been assembled. 

The point is this. In our field, there is a 
great deal too much respect for the asser 
bly of facts, and too little respect for 
let’s call it, in plain business terms 
leeway that the interpreter of valu 
needs. It is one of the biggest problen 
which I believe a designer has in relat 
I would not sa 
if he want 


ship to a client. He must 
“must” in a categorical way 
to survive as an individual in his proft 
sion, he must interpret, he must convey 4 
understanding of a far more refined a 
proach to those elements of the world tha 
are interpretable on an individual pla: 
He finds that this is a matter of judgment 
which involves a great deal more than t 

ing to fix proportions percentagewise, 

to fix colors on the basis of sensat 

barometers. In fact, just as soon as a! 
searcher has established a certain out 

of what has been done, and what is bet 
finds that the 
changed and the entire material canno 


done, he situatior 
used as an instrument of looking forwa 
but rather only as a summary of the pa 
I think this is helpful for the designer 
order to free his mind from the chains t 
have been put on it, on his imaginat 
particularly. After all, no matter wha 
been done before, it does not necessa 
mean that new problems have to be ¢ 
over again in the same way. 
This is, I think, what we must alwa 
keep in front of ourselves, and w 
clients do benefit from when they are mae 
to understand it. I believe that 
professions, like architecture, it | ! 
simpler where one can talk in te ms 
definite which ve 


very structures, 


support themselves under certai! nd 
tions—where there is a solid basis ! [4 
structure |! 


to justify whatever 


erected. In our visual field, partic 












<n 


DENS erect: 


Gn oe incon peti Sal oma 


ex perience, values and creative process 


cs and in packaging, things are far 
tentative, and also far more flexible. 
ay be, in terms of theory, our draw- 
But I also believe we can turn this to 
We afford any 
to build a dogma before we have 


i\dvantage. cannot 
i the case, and the only way of prov- 
case is to defend the progress in the 
and cultural field. Are we or are we 
nlarging the field of man’s vision and 
edge: are we or are we not increas- 
pleasure in his environment; are 
are we not really interested in prov- 
to ourselves that we have lived and 
done something that has pushed the 
of progress maybe only a few inches 
vard, but 


ind our profession really count? 


nevertheless has made out 


-% 


industrial designer: This is a 
emarkable country, one of the few nations 

world 
ractised on a continental 
the juke Grand 


Dam and the Golden Gate Bridge. It is a 


+ 


Jo Sinel, 


where the basic economy is 
scale. It is a 
untry of box, Coulee 
ry where there are so many things in 
realm of thrust 
institutions 


, advertising and the motion picture, 


visual communication 
by two organized 
is impossible for the average in- 
to understand, to consume, that 
of communication. Consequently, 

depend upon a selection of the 
that are before 


placed him, or 


ave to compel his attention and 
heir merits upon him. It is a coun- 
almost anything. All things happen 
But 
f designers, and I do not even hear 
d “beauty” spoken. I heard the 

“beautiful” in Will Burtin’s talk, 


‘beauty.” 


t is a country where I sit in a 


that makes the 


an afraid, we tell ourselves. You 


is something 


say “beauty” in his presence. You 
say “arts” in his presence. 

think the supe 
n the United States is the artist. 
talking about the man in the in- 


otherwise, I 


arts, the painter and the sculp- 


iuse he sells quite frequently 
n agent, and his client comes to 
cocktail party—the bankers and 
facturers and the merchandisers 
m in person, They never like to 
thout some of his paintings or 
because they would be derelict in 
iral duty to do that. We evidently 
artist’s work. 


country where, fortified by 


very department of business en- 


re- 


e executives of corporations sit 


around the conference table and talk until 
each opinion and each concept is canceled 
out, and then at the eleventh hour a fa- 
tigued decision is made on a compromise 
is difficult to 


how they could come to such a conclusion, 


basis, so that it understand 
or why any purchasing public should be 
pleased by the results of the decision. 
Incidentally, we are the country with a 
broad spread of public education, and may- 
be the broadest spread of esthetic illiteracy 
of any country. It seems to me that it is the 
purpose, the job of the designer, to correct 
that es- 
thetic illiteracy; and he must do it by in- 


at least to do something about 


fusing beauty into the products on which 
that like 
art. It can be a hotly disputed subject. But 


he works. Of course, beauty is 
I believe there are certain universal indica- 
tions of what it is. The simple wild flowers 
I saw in coming here in Connecticut—I 
think there is a universal response to them 

But when we come to the products that 
we use, there seems to be an urge to make 
the “thing” unbeautiful. I, as a designer, 
feel that for the most part we do not assert 
ourselves. We merely carry out technically 
the ideas of the men who engage us. 

In terms of design in this country, and 
that Will 
gested, there is a very important, essential 
tech- 


nology. The artist is extremely necessary 


on the basis Burtin just 


sug- 


contradiction in our accelerating 
in industry. The engineer, even a creative 
engineer, cannot perform the task that the 
creative artist has to and there is nobody 


who can substitute for him. Of course, he 


must use research, It would be stupid to 
think that he should not use research. But 
did Eugene O'Neill or 
use research when they wrote plays? Did 
they 


along and tell them how to do the job, o1 


Bernard Shaw not 


need a lot of other people to come 
to approve of it when it was done? Thei 
the 
public, and become successful. There is still 
the but 
any advance in 


plays are given to same consuming 


there will never be 
the the 
American product (or in the activities sur- 


opportunity, 
vital design of 
rounding the merchandising of materials 
for people to live with) until the designe 

themselves assert their sincerity of pu 
pose, and have the audacity to make a basic 
contribution in spite of whatever evidence 


is given to the contrary. 


Ernst Ehrman, graphic and interior de 


signer: If the designer fails to satisfy the 
needs and wants of the consumer, both the 
designer and his client are out of business 
the de 


consumer in 


To satisfy those needs and wants, 
the 
all his complexity, must know his past and 


signer must understand 


present, and must be ready to anticipate 
To gather this informa- 
deal of 
more time, unfortunately, 


his future desires. 


tion requires a great time, much 


than we design 
do not agree with 
but I still insist that 


time and effort for re- 


ers allow for it. | any 
set percentage figure, 


the percentage of 


than that devoted 
to implementing the information. 
Now, if we 


listen to 


search should be large: 


gather information o! 


rather the information from 


know something about the con- 
fee] could be 


If the designer listened to 


others—to 


sumer, | quite a confusion. 
the 
for instance, he find that 
statistic. He 
He 


dred dollars per year. Of this he pays q 


economist 
the 
has a family of 


would con- 
sumer is a 
y-thousand-z-hun- 


x members. makes 


spends 7, and saves s. The 
the 


been 


dollars in taxes, 


sociologist says consumer is an indi- 


vidual who has reared in a certain 


ethnic environment. He has a cultural heri- 


tage, a language background, religious 


beliefs, and assorted biases and preju- 


all arising out of that environment. 
tell us the 
reflexes, 


dices, 
The 


sumer 18 an 


psychologist would con- 


organized mass of 


conditioned reactions, unconscious fears 


and phobias, wants and desires which he 
himself is not aware of 

Each is right in his own field, but they 
their 
information, To 
the 


and 


are all wrong if we conside1 defini- 
tatement of 
the 


up the 


tions a final 


understand consumer, designe1 


must pick then look 


pieces, 
to inter- 
feels 


inter- 


around for more. He must be able 
likes and dislikes the consume1 


but 


pret 


somew here cannot verbalize, to 


pret them and convert them into esthetic, 


dimensional form. And to do this, he can- 
not rely on the surveys of others alone. He 
must go out and meet the consumer direct- 
ly, at the store and at home. After all, we 
are trying to effect a happy marriage be 
tween our ideas and those of the consumer, 


and you cannot have a marriage unless 


you are willing to go down the aisle, fo 


example, the supermarket aisle. 
Personal contact with the consumer and 

human research are the guiding principles 

that 


tional terms. 


enable the designer to think in fun 
Information supplied for the 
designer by others may be deceptive unless 
that 


information is supplemented by his 


own observations. 


Presi 


adi €) 


Robert Gage, Art Director and Viee 
Doyle, Dane Bernbach 
agency: I, too, would like to speak 
We feel strongly 


used, but with 


dent, and 


fising 


a little bit about research 
that 


great 


a tool to be 


caution. It tends toward conformity 


researcn 1s 


cases, it is a crutch which the 


In many 


client relies made to feel safe 
with. I field a 


lot of designers who also use it as a crutch. 


ipon ana is 


think that there are in ou 
ideas are the life 
society. No 
replace the 
T he 
that 


robots. 


In my opinion, creative 
blood of 


amount of 


oul competitive 


research will eve 


great designer with the great idea. 


danger to men all over the world is 


they danger of becoming 
What we 


to buck the 


are in 


need is individual courage, cour- 


crowd, courage to creat 


the thrilling design even though the re 


search boys tell us we have overestimated 


the average intelligence 
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BEHAVIORAL RESEARCH 


Dr. James G. Miller, Director, 
Health Research Institute, U 


Mental 
. of Michigan: 


l am going to talk to you today about seven 
relatively new, techniques and a 
principle—altogether eight different points 

which 


new, or 


have come out of research in be- 
Most of 
them have not been applied in the field of 
package 


havioral science in recent years. 
research, or 
Each of 
nected to an overall theory as to why we 


only in relatively 


minor ways. these can be con- 
act as human beings. 

The first technique is a motion picture 
test whether 
more to color or to form. As far as I know, 


it has not been used in the field of industrial 


to determine people respond 


design. There are geometric figures in it 
of the 
triangles or 


and in one figures there may be 


squares, circles, diamonds. 
The figures inside will change form from 
right to left. At the same time the color, 
which will be yellow, green or will 


change from left to right. It is possible by 


blue, 


changing the color of the figures to have 
different progressions at the same time. 

A few words are shown to the subject of 
the test. Some of them are shown in vertical 
planes, in horizontal planes, and in various 
positions of the clock. You asked to 
the movement was to the left 


are 
see whether 
or right. Your eye can be photographed and 
your eye movements traced: it can be a 
completely objective test. 

differences 


in response between kinds of people: for 


There are some remarkable 
example, men respond more to form than 
There are also differences between 
different 


have a 


women 
different nationalities 
These real 
importance in terms of the emphasis of 


and cul- 


tures. differences can 
color versus shape or form in any product 
or in any package coming into the home. 

The 
which, I believe, can be used in package re- 


second sort of behavioral research 
search, is size-constancy. It is the principle 
whereby an object seems to be in the same 
shape to us in the back of the room as it 
does when it is in front of the room. This 
is remarkable because the size of the image 
in the retina of the eye decreases with the 
field of vision. This is not true with all ob- 
jects equally. Some objects alter their shape 
when they are near or far. 

There are also differences between indi- 
viduals in their responses to size and shape. 
The important thing is that various shapes 
and various designs have different amounts 
the indi- 
therefore, 


of size-constancy in relation to 


viduals perceiving them and, 


certain types of designs are more likely to 
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appear to be the same. Other designs ap- 
pear to vary according to how near or far 
away they are from the observer. It would 
seem that there are implications in this 
type of research for package design. 

Another principle comes from the field 
of economics: it is called “game theory” 
and was originally developed to determine 
what was the best move to make in check- 
ers, but it actually has to do with the prob- 
lem of making decisions with minimum 
losses and maximum profits. You have to 
make a decision concerning several incom- 
patible factors; game theory can be applied 
to such a situation, and the solution can be 
worked out by a quantitative method. There 
may be a similar problem with a package’s 
message, the same concerns about shape, 
size, capacity, etc. 

The fourth method is the rapid exposure 
of pictures, words or symbols to find which 
ones are most readily seen and which are 
the most compelling to the viewer. Some re- 
search of this sort has been done for pack- 
aging, but so far as I know, it has not been 
applied extensively to the field. 

The fifth method is a procedure for test- 
ing quantitatively the memory of consum- 
ers for various designs, symbols and slo- 
gans. I don’t think it has been very common 
to evaluate the memory value of a design 
before it was selected. Suppose you have a 
dozen different or tentative designs for a 
vacuum for a cereal box; it 
would be possible to put these designs on 
what we call a memory drum developed by 
the Air Force and Navy for training per- 
sonnel in the observation and detection of 
aircraft. It is simply a drum with pictures 
on it that goes round and round; you push 
a button when you make a decision and a 
gong will ring if it is a right decision. When 
the subjects get gongs all the way around, 
you know it. I would suggest an average 
group of consumers be tested to see which 
designs you are considering are the ones 
most easily remembered. 

The sixth method is a technique or pro- 
cedure for studying which combinations of 
packages go best together in tie-in sales, 
in joint packaging. This is perhaps a less 
significant issue; nevertheless there are a 
number of fields in which combined pack- 
aging is considered. If, for example, you 
have ten little cereal boxes, each with a 
different type of cereal, and you want to 
package six, say, which six would sell best 
together rather than cancel themselves out? 

The seventh and final of these techniques 
I am suggesting deals with possible math- 
ematical methods for measuring the aesthe- 
tic quality of designs. Denman Ross of Har- 
vard has worked out a theory of pure de- 
sign, based on psychological experiments, 
which tries to define harmony, balance and 
rhythm in the things we see by their actual 
form and quality, and their relationships 
to other forms. I the aesthet.c 
measurement has given us some insight as 


cleaner, or 


believe 


to why some designs are more pleasing 


than others. It has told us, for examp)| 
what relationships of angles to circles t 
planes are most satisfying to most indj. 
viduals, and I think it is possible quantita. 
tively to evaluate most new packages j; 
terms of aesthetic design. 

I have a final principle to sugges 
and that is that evaluations of people's r¢ 
actions should be made not in terms of 
words but accomplishments. Set up situa 
tions in supermarkets, places where alter. 
native selections must be made and wher 
individuals must go to pick one packag 
over another, where you can observe hoy 
she does it, and ask her “how” she is going 
to do it (because there is a high likelihood 
that she will say she will pick one, and 
then pick another). 

In conclusion, I have demonstrated 
you what may appear to be the long-hai 
theorizing of universities; but you should 
be aware that techniques are continually 
coming in which may have direct and im. 
portant applications in industrial fields like 
the one we are talking about today. 


MOTIVATION RESEARCH 
Institut 


Dr. Ernest Dichter, President, 
for Motivational Research: 


Let me state my personal credo or phil 
sophy, that the problem of package 
search is much less a physical one than w 
normally assume, and has much more 
do with psychological elements. 

In advertising and packaging, we ar 
dealing with intangible forces, with stru 
tural relationships of a kind—we call then 
the company image, or the personality 
the company. This matters a lot more tha! 
what the colors are, and what specific head 
line is employed. We must concern ourselves 
with the total image, the total configuraty 
that is communicated, not with whether 
i’s are dotted or the t’s are crossed. 

There are two principles which | thin) 
are important in package research. Un¢ 
that you cannot just try to investigate if a 
green package makes a deepe! 
“groove in the brain.” This is a materia 
istic approach, People are not guinea pig 
If you think they are, you are wrong. Nv! 
because it isn’t a practical approach (an¢ 
it isn’t), but because you are wr 
definition. You must investigate peo} 
products as interrelated in a basic f: 
in terms of their whole, dynamic rea 

The second principle is that peop 
not to react critically; they react e! 
ally. We have found that only abou 
15 per cent of our reactions are cr! 


red or 








ns 

Situa 
alte, 
W here 
ckag 
> hov 
going 
lihood 


and 


ed 


y-hair 


should 


nually 


id im- 


ds like 


Nak Pa 


a 


er 


e. The rest are emotional. (If your 
h techniques only get at critical, 
motional responses, you have a very 
d sample.) 

feel our job is to communicate to the 
ener the language of the consumer. We 
t want to strap the designer, we don’t 
ant to interfere with all those things he 
knows anyway. We want to work with him 
na way that we can be useful, by giving 
him professional help dealing with some of 
the deeper-lying, less obvious things that 

notivate the consumer. 


PERCEPTION RESEARCH 


Prof. H. A. Witkin, Director, Psychology 


Lab.. N. Y. State College of Medicine: 


Previously, perception was studied main- 
y from the standpoint of sensory physio- 
ogy, with reference only to the objects or 


giving rise to the 
experience. There is today much evidence 
to show that the individual’s perception is 
related to deep and central aspects of his 
personality. People differ in their charac- 
modes of perception, and these 
differences are associated with differences 


“stimulus configuration 


teristic 


n needs, feelings and ways of living. 
work has been con- 
cerned with what might be called the indi- 
vidual’s capacity for “overcoming imbed- 
This 
measured by looking at figures in a picture. 
In t picture are seen a simple geometric 
design and next to it a complex colored 
hich contains the simple figure, but 
so organized that the simple figure 
en or “imbedded.” The subject’s task 
“weeding out” the simple figure 
complex surrounding field. To put 
er Way, it Is necessary to “break 
omplex field, to deal with it “ana- 
rather than to see it s 


One phase of our 


dedne 


phenomenon can best be 


“as it is. 
e that the term “overcoming im- 
’ is descriptive of what takes 
Perhaps if you substitute for 
xeometric design a package with 
tre particularly concerned, and 
plex design a cluster of com- 
ages, you may find implications 
problems, 
consider how factors within 
may influence the impression 
d by looking at these materials. 
to the geometric figure slides, 
d that there is enormous varia- 
eople in the speed with which 
ite the simple figure that they 
themselves to discover. The 
loes not lie in the stimulus it- 


self. Something about the nature of the 
person looking at the stimulus should also 
be considered. Personality studies have re- 
vealed thai a person who has difficulty in 
weeding out the hidden figure is also basic- 
ally passive and dependent on others. It 
carries over into his problem-solving be- 
havior. These tasks are appreciably more 
difficult for women than for men (although 
it is not true that every man is better than 
every woman in them). 

Knowing how these personal factors in- 
teract with the stimulus factors to deter- 
mine the final reaction, we have a means 
for predicting and even controlling what 
and how people will perceive in a given 
situation. This, I imagine, is of particular 
importance in packaging work. We can cre- 
ate a stimulus configuration of such a com- 
pelling character that there will be little 
room for individual variation, or for indi- 
vidual differences in what is perceived. Or, 
if it is desired, a stimulus configuration 
may be devised which will make the percep- 
tual outcome more subject to influence by 
the personal characteristics of the per- 
ceiver. Under such conditions, a wide range 
of impressions may result. 

There is an important practical sugges- 
tion to package researchers that follows 
from recent perceptual research of the kind 
I am describing. It is that specially con- 
trived stimulus material, rather than the 
actual package about which a decision is to 
be made, may be used very effectively in 
arriving at the factors that determine the 
impression which will be formed. 

I want to turn next to another area in 
which a good deal of research has recently 
been done under the impetus of the new 
person-centered approach to 
This is the study of what has come to be 
known as “subception” or “perception with- 
out awareness.” I have selected this body 


perception. 


of work for discussion because here again 
there are findings and concepts which seem 
to me to have direct relevance to problems 
of packaging. The shopper in the store or 
the person going about his everyday busi- 
ness may give his focused, concentrated at- 
tention to a particular object or a 
ticular area of the environment about him. 
But often our viewing of the environment 


par- 


consists of quick, rapidly shifting glances, 
with of what our 
forming only vague impressions, and som«¢ 
of it going entirely unnoticed. To the ex- 
tent that this kind of perceptual behavior 
is prominent in the shoppers’ dealing with 
the package to which you hopefully want 
them to give their attention, the research 


much eyes pass ove! 


“ 


on “subception” is important, because this 
research is concerned with just this kind of 
perceptual behavior. 

Our finding is that those stimuli which 
make an imprint on the retina, but of which 
we do not become aware, are not truiy lost. 
They may be “unconsciously noted” and 
then set off processes which may modify 
subsequent behavior. To translate this find- 


ing into the terms of a concrete situation 
with which you are likely to be concerned: 
a shopper may pass by a package on the 
shelf which she does not notice, so that she 
later could correctly deny ever having seen 
it. The item may not have been noticed be- 
cause of lack of immediate interest or be- 
cause of a specifically motivated avoidance 
of it. With all this, it is possible that an im- 
pression has been made, which may guide 
the person’s subsequent behavior toward 
that item, whether positive or negative. 

I hope it is apparent from this very sim- 
plified account I have given, that a person’s 
seemingly casual, fleeting observations of 
his surroundings represent an extremely 
complex process. Behind the conscious, and 
therefore relatively accessible elements of 
perception, there lies an elaborate uncon- 
scious structure with the whole “economy” 
of the individual brought into play in the 
selection and ordering of his experiences. 


THE EXPERIMENTAL METHOD 


Dr. Arthur H. Wilkins, Chief, Motivation 
and Copy Research Division, Dancer-Fitz- 


gerald-Sample, Ine. 


forth the 
method 


In this talk I 
nature of the experimental 
illustrate 


shall try to set 
and 
its application to package re- 
search. Since we are all familiar with atti- 
tude and opinion surveys, it will be easiest 
to start out by explaining how experimental 
studies differ from surveys. 

A survey of attitudes or opinions typ- 


ically uses a questionnaire interview in 
which people are asked to indicate and 
their 


ideas about the subject under investigation 


sometimes to explain feelings and 
The thing that makes this a survey is that 
of the re- 


spondents understand the questions, and 


it assumes that all (or most) 


that they are able and willing to answer 
them. The logic of a survey might be ex- 
(the 
don’t know how people feel about this pack- 
age. But they ought to know! So I'll ask.” 


pressed as follows: “I researcher ) 


There is a problem—a very basic one 


which the survey researcher has to face 
That is, 
Will they solve a packaging problem? Spe- 
useful to him to know that 


will the findings be meaningful? 


cifically, is it 
a majority of the people say his package 
Does this tell him that his 
attract 
when it appears on the store shelf? Or (as- 


is attractive?” 
package will people’s attention 
suming that people do notice it) does this 
mean that the package adds to the desir- 
ability of his brand? Possibly. But his re- 
hasn’t demonstrated it! It 


search merely 
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assumed it. 

I suggest that surveys are useful only in 
a relatively few, simple cases. They are use- 
ful when the package is obviously superior, 
or when it is obviously unsatisfactory. But 
this means that the survey is most appli- 
cable in cases where the packager’s good 
judgment is most reliable, where research 
is least needed. 

In order to understand what people really 
feel, we have to use experimental research. 
One characteristic of any experimental 
study is that it seeks to uncover causal rela- 
tionships between two phenomena. The 
basic research procedure is based on this 
search for causes: it tries systematically 
to eliminate or cancel out the influence of 
all factors other than the one being studied, 
and then to observe the relationship be- 
tween what one believes to be the causal 
factor and the effect one is investigating. 

To illustrate: When we say that one 
package is more eye-catching than another 
we mean that, when they stand next to 
each other, one will be noticed by more 
people than the other—particularly at first 
glance. Our first step, therefore, is to give 
a sample of women just a “glance” at the 
group of cake-mix packages that we want 
to test, and then find out which one is iden- 
tified by most women. 


But our test is not complete yet. If the 
research is to be really helpful, we have to 
know why one rather than another was 
identified by most women. There seems to 
be only two possible explanations: either 
the most recognized package was more 
“eye-catching,” so that women looked at it, 
noticed the brand name, and were able to 
report it to the interviewer; or the package 
was not unusually eye-catching but its 
brand name stood out most clearly and was 
easiest to read quickly. 

Our problem, then, is to find out wh.ch 
of these two possible explanations is true. 
We can find out by running the same type 
of test, but this time using a slide of each 
brand mark separately, without the dis- 
tracting influence of three other packages 
competing for the viewer’s attention. 

Examining the results of this test we 
may find that brand A and brand B were 
identified by an equal number of people; 
thus the two brand names are equally leg- 
ible and recognizable. Then why did more 
people identify A in the competitive situa- 
tion. Only one hypothesis remains: A’s su- 
periority in the competitive situation must 
result from the greater attractiveness of its 
package. (B was easy enough to read, but 
not as many bothered to look at it when A 
was available.) 

From this example it will be apparent 
that experimental! research is radically dif- 
ferent from the mere surveying of opinions. 
The experimenter does not blindly assume 
that people can correctly answer his ques- 
tions. Instead he creates a s.tuation in 
which the effect of every factor (other than 
the one he is studying) is randomized and 
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cancelled out. To the extent that he succeeds 
in doing this he can confidently attribute 
the cause of variations in people’s responses 
to variations in the factor he is studying. 

While I feel that survey research is of 
little value to us, I do not believe that every 
problem in package research can be solved 
by an experimental study. Experimental 
research typically pin-points some specific 
problem, and then proceeds to investigate 
it. It depends for its success on the fact 
that before the study begins the researcher 
has clearly formulated the hypothesis that 
he is going to test. Hence, it is usually not 
an efficient way to generate new hypoth- 
eses. Depth interviewing is a far more 
flexible method of generating hypotheses. 

If we want, also, to define the general out- 
lines of a broad attitude area, depth inter- 
viewing will usually provide a better over- 
all picture in much less time, and at a lower 
cost. For example, if we want to design a 
new cigarette package, we ought to know 
what kind of brand image the cigarette 
should have. How do people feel about cig- 
arettes? What is a good brand personality 
in this field? Many of the answers to these 
questions come from depth interviewing. 


But if we want to find out whether the 


package we have designed contributes to 
this favorable image, and if want to know, 
specifically, in what ways it is successful 
or defective, experimental studies will prob- 
ably provide the safest, surest answers. 


THE PACKAGE AS A SYMBOL 


Barbara Kaye, Senior Project Director, 
Market Planning Corp. (affiliate of 


McCann-Erickson, Ine.) : 





We all know that in today’s marketing situ- 
ation various brands within the same 
product field often tend to have few dis- 
cernible physical differences. From blind 
product tests in many fields we have found 
that the most brand-loyal of consumers can- 
not in any way differentiate their favorite 
brands. Consequently, we have postulated 
that the consumer’s brand loyalty is deter- 
mined, not so much on the basis of product, 
but rather on the basis of brand image. As 
we know, a consumer’s image of a brand 
is a function of all the consumer’s experi- 
ences relating to that brand: the advertis- 
ing, public relations, marketing policies 
and, of course, the package. 

We must ask, however, what specific 
elements in these brand stimuli determine 
brand loyalty. I would like to suggest that 
a major determinant of brand loyalty is 


the unconscious symbolic communicat on of 
the brand stimuli. We know that certaiy 
brands “pre-select” consumers with cv rtain 
unconscious elements of personality. 

What, then, is “symbolic” communication 
First let me say that the “manifest” leve 
is communication between observable ele. 
ments of the package and conscious, ra- 
tional mental processes. The symbolic leve 
is communication from the latent content 
in the package to the emotional levels. 

We should pin-point two areas of rele. 
vance in a theory of successful symboli 
communication in packaging. One is th 
excitation of impulses or feelings. Th 
other area is defense or rationalization 
the guarantee that the excited impulse wil 
not be disturbing or alienating. These tw 
areas may be crucial to successful symboli 
communication in packaging. Before ex 
ploring their implications, let me state that 
this is still very much a theory, and by n 
means established fact. 

Certainly some impulses or feelings are 
more disturbing to us than other impulses 
or feelings. I’m sure the impulse to destroy 
is considerably more disturbing than th 
impulse to create. One of our hypotheses ir 
our theory might be: The extent of the d 
fense is proportionate to the discomfort of 
the impulse excited. 

Now what kinds of impulses should » 
try to convey symbolically in packages 
One hypothesis might be: The impuls 
evoked should be those which the product 
and/or its image can most readily a 
naturally satisfy. For example, one cook 
box design elicits the need for hoarding 
another elicits the desire for eating. Cer 
tainly the desire for eating is more relevan' 
to cookies than the desire for hoarding 

Thus far I have discussed a theory 
symbolic communication in relation 
package images. Actually, I think t 
theory might be equally applicable to t! 
shape, size, materials, colors and functiona 
attributes of a package. In effect, all the 
aspects of a package integrate to commun 
cate one central symbolic message. 


3ut how do we know? How do we kn 
what a package communicates symbolic: 
ally? How do we know whether it commu! 
cates a relevant impulse? 

We need, I feel, more sensitivity on t! 
part of our researchers to the various re 
sons that may be operative in package su 
cess or failure. Our researchers must, !” 
sense, be artists. They must be able to fin 
in the limited data we usually get, hyp 
theses which explain why the consumer: 
preferences are what they are, what ' 
nature of the response to the symboli« con 
munication is. Only such hypotheses ©! 
enable us to understand how to chanve an¢ 
improve the symbolic communciation. Ther 
are, of course, no rules for discover!''g ") 
potheses, just as there are no rules ‘or de- 
signing a successful package. Bot) #! 
artistic creations that science cann £'"' 
us, but that science can prove. 





ALCOA VENTURES A FORECAST 
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Matter’s 3-D interpretation of Alcoa’s triangular symbol, first advertised 


‘ing, launched a long-range “Forecast” program that uses design for a new 
experimentation with aluminum—combining the work of leading designers 


) pnotographers whose ideas and results are displayed on the next six pages. 
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Forecast 


As no one in the aluminum industry needs to be told, 
design has become a vital tool in the competitive race 
among suppliers. The design activities of the Big 
Three (ID, August, 1956) have included good-sized 
budgets for design departments, traveling design con- 
sultants and speculative design ideas. Most of the 
efforts to date have used design to influence immedi- 
ate users of the wonder metal—manufacturers and 
industrial designers. Recently the biggest of the three, 
Alcoa, which is busily developing a design program 
with its own distinctive character, decided on a pro- 
gram for home and family in which designers, includ- 
ing Isamu Noguchi, Alexander Girard and others, 
would project a new image for aluminum, both to their 
colleagues and to the public at large: a design program 
for advertising that puts “dream” thinking to a new 
and serious purpose. 

“Forecast,”” as the new program is called, began to 
take definite form early in 1956. Despite a run of new 
uses for aluminum, and the firm’s continuing develop- 
ment of new textures, finishes and colors, the average 
consumer and many designers were still likely to pic- 
ture aluminum as a light, white metal that’s good for 
pots and airplanes. As Alcoa executives pondered 
how to create a dramatic new image for aluminum, 
Arthur P. Hall, Vice President of Public Relations and 
Advertising, put it up to the company’s agencies for 
suggestion. Ketchum, MacLeod and Grove of Pitts- 
burgh helped suggest a way to do it: focus on the 
designer as the man who can stimulate the consuming 
public with inventive projects for today’s home. The 
result is a $3,000,000 management program that is 
scheduled to continue for three vears and that is “de- 
signed” from the concept of the product to its appear- 
ance in a full page ad in the nation’s slickest magazines. 

As F. G. Close, Aleoa’s manager of Market Develop- 
ment, said of the program at its announcement, “Alcoa 


Jean Desses of Paris made the 
first forecast: an aluminum 

cre pe ball gown. The fab) ic, 
engines red in the Aleoa labs 

for G. Hirach & Son, Inc., had 
an unusually high percentage and 
finer version of the well-known 
plastic-laminated aluminum 
thread. The gown made its debut 
in Paris, opened here at Neiman- 
Marcus, Dallas. 
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regards Forecast as a unique opportunity to make sig. 
nificant contributions to our way of life.” What Alcoa 
wants, when it goes to a designer, is not a product to 
manufacture, but a concept to promote. It buys a de. 
sign with the right to advertise it as a design, and 
this includes exhibiting the prototype at appropriate 
public places. Not only is a new aluminum produet 
created for presentation to the public, but the presen- 
tation, itself, is a careful and sophisticated work of 
photography in full color by some of the country’s 
leading photographers: Richard Avedon, Irving Penn, 
Ben Rose and Bert Stern among them. 

There are some 20 designers now working with 
Alcoa on Forecast projects, and others will continue 
to join the program as it develops. To find the right 
creative talent, the program administrators first 
called on leading museums and studied the work of 
designers known not only for industrial products, but 
for clothing, home furnishings, toys, equipment and 
architecture. In fact, when the advertising program 
broke into print, it began not with a product but with 
something of a sensation—an aluminum evening gown 
shown below, by French couturier Jean Desses. This 
was followed by two decorative pieces on this spread, 
which led to the current more product-oriented phase 
of the program. 

Forecast’s administrators have no desire to pre- 
empt the creative role by commissioning the projects 
they would like to see tackled. They visit designers who 
have been selected and explore with them their cur- 
rent projects and ideas—each one is encouraged to 
suggest what he would like to try out in aluminum, 
on the belief that the strongest motivation will pro- 
duce the most original results. Each project is then 
set up on a three-stage contract: 1) sketch 2) model 
(not necessarily a working one) and 3) finished pro- 
totype. Hall, Close, and a management committee re- 


(Continued on Page 79 


Marianne Strengell, head of the 
department of weaving and 
textile de sign at Cranbrook 
Academy of Art, designed and 
constructed a 6’ by 12’ aluminum 
rug. At her command were 30 
different metallic shades which 
she stranded into 19 of her own 
color combinations. Made of 
almost 75% aluminum fiber, the 
rug has stripes of varying widths 
broken at irregular intervals 
by black and gray wool and 
viscose. It was introduced in 

May at New York’s Museum of 
Contemporary Crafts, has yet to 
appear in advertisements. 




















Aluminum wall mn 


Ilonka Karasz took bits and snatches of workaday 
aluminum foils—wrapping, candy box liners, 
food foil, candy wrappers to make someth 
new: a wall mosaic to hang on a foil u all that 
the home of tomorrow. Some of the foils sh 
their original patterns and textures, others 
or patterned herself. Taking hei 

8 symbol, which is incorporated into 

worked ent rely in rregulai quadrangles a 

The shapes were cut from plywood vith a bands 


bonded with foil coverings, then asse mbled aga 


a background of heavy gage foil. This first explk 
that 


into its possibilities cont inced Miss Karasz 
foil is a new decorative material with 
its own unique textures, colors and patterns. 
Miss Karasz is a designer of wallpaper and fabrics 


and a noted “New Yorker” cover artist. 
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Noguchi 
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hangeable sections 


Jesigned for the 
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hexagonal stack table 
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7 with pyramid shells derived from 


stood them on their vertices to 


enameting, 
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Aicoa collection by Isamu Noguchi 


Photographed by Irving Penn. 
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RETEST SIRES F : 





- a ne for the A ect y Alexander Girard. Photographed in Santa Fe by Charles Eames - 








Alexander Girard, textile and display (" 
designe , de ised an aluminum room i 
divider that manages not only to hold a f 
part of the collection in his Santa Fe ‘ 
home but to frame it well. Anodized | 

i 
alumi) ; risers, & high, hold shelves of ; 
thin glass strengthened with aluminum i 

if 
honeye yb. Four risers make a unit to a 
which sets of two can be added either 

ne ne as here, or to make an L shape. | 

is many as 20 units, 2’ wide and 
16” deep, can be used for a storage wall. ‘ st 
Textured and gold anodized aluminum 
back panels are used intermitte ntly both 
for decorative and structural reasons. | 

\ 

78 











| 


a 


Pee « ata 


a eee ae ae 


ae 2 


a agen reeomareeeaeENINE oo 2 


- 


ee eS ante ea oe ee 











% 
. 
e 


so 


oe Fae aw 


view and approve each project after the first and 
second stages—not for esthetic, but for its concept and 
general direction. At any point either party can ter- 
minate the agreement and all work done will be paid 
for an arrangement that gives both designer and 
client a chance to evaluate, change their minds and 
try a new tack if necessary. 

And, in fact, it frequently has been necessary to 
try a new tack. The Forecast committee is highly se- 
lective of the projects it approves for final realization 

both in terms of their originality and their realiz- 
ability. It has not hesitated to turn down those that 
did not fill the bill. But since the contract is essen- 
tially with a creative person—not with an end product 

the committee that rejects one design invariably 
goes back to the designer to work out another ap- 
proach, another idea, another solution. 

This learning to work with the creative process, in 
fact, 
a year and a half of working with designers, it has 


may be one of the primary gains for Alcoa, In 


learned many invaluable facts: ideas that seem sound 
in the telling may be less so in the sketch; designers 
are not easily pleased, especially when it comes to 
their own work, and often want to discard good work 
for a chance to do something better. Perhaps the big- 
gest headache among these, however, is a purely prac- 
tical one: fitting creative output to an unceasingly 
regular corporate advertising schedule. 

Designers have done some learning, too—about the 
colors, textures and constructions possible in alumi- 
num for carrying out their designs. Alcoa has made 
a special point of offering technical aid on all prob- 
lems that come up. The engineers also developed new 
devices to carry out designs: clamps for the Noguchi 


table, fasteners for the shelves of the Girard room 
divider. From this cross-influence Alcoa arrived at a 
new idea: a research and development lab to work 
with designers. Thus the program, in its process of 
growth, may well stake out a new relationship be- 


tween designer and materials supplier. 





Day \aron has just completed an 


( imbing tree—a 
children. 


, which is being readied 


fixture for 


raphy, will be advertised 


er magazines this fall. 





Paul McCobb was Alcoa's choice of 


designer when it was decided to 
add aluminum furniture to the 
collection. In the works for some 


McCobb's 


virtually completed and is sched 


months, project is 


uled for announcement this fall. 


McCobb is preparing for eventual 


production ofa number of preces, 





Don Wallace, designer of stainless 
steel tableware and author of 
“Shaping America’s Products,” 
has been retained to develop 
1958. 


anothey proye ct for 





Charles Eames, who caught public 
attention with his molded plastic 
noted de signe) 


chair, is anothey 


tapped for the Forecast program. 
He is 


which has not yet been announced. 


now at work on a project 





Martin Rosenzweig and Harold Krisel, winners of the Museun 
of Modern Art’s Play Sculpture Competition 1955, were a 
logical choice for a children’s playground design. Their 
project, scheduled for 1958, contains sound play sculpture 
(pipes which children strike to get sounds), spectrum sun dial, 


tactile hopscotch, climbing rings and giant blocks. 
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pays to specify 


Report on the second 





Design Engineering Show 


It is significant that the 1957 Design 
Engineering Show, held at the Coliseum 
in New York in May, had more than 
three times as many exhibitors as the 
first exposition directed specifically to 
the design engineer, staged in Phila- 
delphia last year. Almost at the risk 
of becoming too broad, the 1957 show 
was striking evidence of the increased 
importance that industry is placing on 
the design engineer and his responsi- 
bilities. 
Second Design Engineering Show effec- 
retained the theme established 
last year: To exchange ideas on new 


Despite its greater size, the 
tively 


methods, components, and materials. 


Aluminum extrusions were the focal point 
of two exhibits. Samples of gold anodized 
extrusions made by Aluminum Extrusions, 
Inc. for their customers were put toge ther 
(right), the 


to form a mobile center of 


attraction in thet display de signed by 
George Nelson & Co., Ine. Alcoa's giant 
extrusion for the aircraft industry (far 
right) was curved imto its final shape 


after the extrusion process. 


The words “It 


pays to specify 


captured by the photograph at the lef; 


in the Du Pont exhibit, 
physical and electrolytic properties 
Mylar were demonstrated—applied 
virtually every 
floors of the Coliseum. Products on di 


play ranged from the smallest faster 


ers to the largest extrusions, and 
novations were legion. On the foll 


ing pages are representative example: 
of new developments seen by attending 


design engineers, designers, and exe 


tives. They also learned, for exampk 


that Heintz Manufacturing Compa 


has introduced a new chemical surface 


where thy 


exhibit on the thre 








Exchange of ideas was the theme of 1957 exposition 


tment for metals that promises to erties that make them more effective 
are tin as a coating for con- as foamed-in-place insulation. Latest 
and that David Feldman & advancements in silicones by Dow 

tes of Puerto Rico have a new Corning Corporation included the first 

e wood veneer that requires no completely transparent rubber, devel- 
and is suitable as an overlay oped for high-temperature safety glass 

ed and angular surfaces. Poly- windshields on supersonic aircraft; 
ene attracted attention in the form new silicone rubbers with mechanical 
new resin by Du Pont, reported to strength approaching that of organic 
sagging during thermo-forming. rubbers; and the first commercially 
ners for ice cream and cottage available solventless silicone impreg- 


ese, as well as trays, shoe compo- nating and encapsulating resins. 

ts, hats and other products formed In conjunction with the exposition, 
heet material are its possible ap- a series of conferences were held un- 
ns. Bakelite Company empha- der the sponsorship of the Machine 


olic foams with new prop- Design Division, American Society of 











Mechanical Engineers. The subject of 
the first panel discussion was “Proce- 
dures in Developing New Designs,” 
and it included comments from two in- 
dustrial designers, Robert H. Hose of 
Henry Dreyfuss, and Walter Immer- 
mann of Walter Dorwin Teague Asso- 
ciates. Their presence on the panel, as 
well as their comments on design, re 
emphasized the teamwork between in- 
dustrial designers and engineers that 
has become increasingly important 
Other sessions covered three broad 
areas as they relate to design engi- 
neering: electrical, mechanical, and ma 
terials engineering 



















Design Engineering Show 


Spin - welding, a technique fo; jorming 





the rmoplastic materials, uses frictional 
heat to melt and weld two surfaces to- 
gether. Du Pont is making the new method 
available to the molding trade to make 
multiple -colore d aerosol bottles, tool hand- 


le 8, instrument knobs, ete. 





Plastics are on their mettle for many new applications 


Plastic extrusions in a virtually unlimited variety of Panel Chanel, manufactured from phenolic by Stahiu 
shapes by Anchor Plastics, Inc., Long Island City, have Brothers, Inc., Belding, Michigan, gives easier install 
an equal number of applications. Some are laminated tion to complex circuitry. It can be cut with ordinary 
with foil to give decorative metallic effects. woodworking tools, needs no finishing, resists fur 
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Electrical connectors and components, i? 
jection molded of vinyl, nylon, polystyrene, 
cellulose acetate or butyrate by Mille) 
Electric Company, Pawtucket, R.1., offe) 
a range of color combinations with mold- 
ngs bonded to wire insulations of like o 
unlike materials. Finge r-pull attachments 
(below) are molded onto some Hille) plugs 
for safe and easy removal from outlets. 
The loop can also b sed to hold excess 
cord length 
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Design Engineering Show 


Shoe 


retracting jaws of the gun pull the 


New rivets, bolts, and staples solve old fastening problems 


Hinge-Lock, a new mdustrial fastener by Simmons Fastener Corp., 


Albany, New York, is designed particularly for commercial containers 
that require heavy pull-down pressure 


to insure a pressure-tight seal 
where gasketing is used. It locks 


with a half-turn of the wing nut. 


Rivets, with heads on the blind or inaccessible side of the workpiece 


set with a hydraulic-pneumatie hand gun deve loped by United 
Machinery Corp., Boston, Mass. “POP” 


are 


rivets clinch when the 
mandrel into the rivet. 
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self-locking bolts have no u ashers yet resist loosen- 
vibration, shock or impact. Made by Buf 
Company, North Tona wanda, New York, 

a nylon pellet inserted into the thread, while 


designed to tighten under vibration. 





Daisy Rivet, a split-sleeve, blind fastener, developed by Huck 


Manufacturing Company, Detroit, Michigan, has a u ide grip 
range and pulls sheets tightly together with a wide supporting 
grip. The rivets can be installed with either pneumatic or me 


chanical tools 


Metal stitching machine that joins two or more 
similar or dissimilar materials which 
velded, is rapid and economical. Made 
Steel Company, Chicago, Ill., the ma- 


; 
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e drilling, punching and tapping. 

















Design Engineering Show 


Metals reach new heights in strength, corrosion resistance 


: 
: 
: 
4 








A=. 


Am 


Welded steel tubing made of Electrunite by Republic Steel Corp. is given a severe man- 
ipulation crush test to demonstrate the ductility of the tube and the strength of the weld. 
Republic developed Electrunite to give fabricators of industrial, household and agricultural 


equipment a steel that retains its uniformity under a variety of fabrication processes. 
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Titanium carbide, produced by Kennametal Inc., Latrobe, Pa., resists heat 0; 2150°F 
while a bar of nickel-chrome-cobalt alloy fails (top). Typical applications for Ken- 
nametal include seal rings for handling fuming nitric acid, bushings, nozzles, and 


valve components. 





s ich panels illustrate the bonding strength of Minnesota Titanium’s corrosion resistance, which gives it 
& Mfg. Company's new epoxy adhesives. The hone ycomb a great pote ntial in the chemical, food process 
€ facings bonded to them with the new high-stre ngth, ing, atomic, and paper industries. Mallory 
etting “dry bonding” adhesives. Sharon Titanium Corp., Niles, Ohio 
‘ ol 

















Design Engineering Show 


Although 
esses claimed the lion’s share of 
tion at the 1957 
Show, familiar and established methods 


new products and new proc- 
atten- 
Design Engineering 
and materials were boosted by the in- 
troduction of new and improved applica- 
The 


material, 


tions importance of using the 


prope) whether old or new, 


for a specific job became obvious by 
contrasting such materials as Du Pont’s 


Zvtel, 


ponents, 


ised for self-lubricating com- 


with ancient Liegnum-Vitae 


below), the hardest of all woods which 





has similar lubricating characteristics 


since natural oils and gums make up 


30 percent of its volume. 


Exhibitors, whether they boasted an 


innovation or something that has with- 
stood the trial of years of application, 
the that 
their field is moving ahead technolog- 


conveyed common message 
ically both through their own research 
and imagination and through the stimu- 
interchange of ideas with 


lation and 


others not as intimately concerned. 


Lignum-Vitae self-lubricating 
ricated by Lignum-V itae 


Jerse y City 


wood, fab- 
Products Corp., 


‘ 


Particle board, used as corestock for ve- 


neered furniture, doors and plastic over- 
laid material, produced by National Starch 
Products, Neu 


ly expanding market. 


York, is enjoying a rapid- 


Magnetic conveyor that moves and elevates 


nails, bolts, nuts, wire products, small 


parts and other metal components, has a 


bank of permanent non-electric magnets 


belt. It 
Vanufacturing Co., Erie, 


to hold traveling material on the 
hy Eric 


is made 


Pa, 
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Artists often look to ancient objects 
for satisfying impressions of pure, 
free, abstract form; anthropologists 
for historical facts and religious ex- 
pressions; but the man who made 
this stone yoke was neither a sculp- he 
tor nor a priest but the designer of i 
a thoroughly practica] implement of , 
daily life. What does today’s design- ‘ 
er — the industrial designer — look - 
for in the “primitive” handicraft 
é of an unknown time, a distant place? 
Dore Ashton, author of a new 
book, “Abstract Art Before Colum- 
bus” (based on a recent exhibit at 
Andre Emmerich: Gallery) — from 
which these photos by Lee Boltin 
are drawn—makes a point for the 
artist that the designer too can heed: 
“It was not the crude, primitive pro- 
duction that attracted the modern 
artist (to ancient art), but rather 
the sophisticated objects in which 
could be felt an interpretation of 
life.” Because it is the job of today’s 








industrial designer to mend the Y oke 
breach between art and function Veracruz, Mexico, 500-900 A. D. 
that began with the machine age— Polished green stone, 15” deep 


to create goods that serve equally 
the hand and the eye—it is helpful 
to look back to a time when civiliza- 
tion itself made no separation, when 
everything made expressed the unity. 

The products shown here were 
made by American designers, from 
the Ohio Valley to Central America, 
between 1000 B.C. and 900 A. D. 
They knew no concept of “art’’ sep- 
arated from objects that served a 
purpose, nor did they, as a result, 


3 design objects without appropriate 
“A and pleasing form. 
Me 
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Bannerstone 
Ohio River Valley, 
100-500 A. D. Banded gree, 
stone, 3%" high 








Bannerstone 
Ohio River Valley, 
100-500 A. D. Black 
slate, 4” long 









Vace head 
Western Mexico, 200-600 A. D 
Mottled green stone, 1% high 


Bannerstone 


Ohio River Valley, 
100-500 A. D. Banded 
¢ t high 








igh 


cotta, 14” h 
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Orange ter) 


Weste 


~ 














Hatchet-form vessel 
Western Mexico, 500-900 A. dD. 
Red and black terra cotta, 13” high 


ots 











Urn 
Monte Alban, Mexico, 600-906 A.D 


Gunme tal-gre wy terra cott 


7” high 


1 pod we 
Western Mex:co, 500-900 A, Jy 
Red terra cotta, 10% high 


Oftering bowl 
Guerrero, Mexico, 200 B. C.-600 A. D. 
White Mexican onyx, 6%" high 


Cylindrical seal 
Tlatileo, Mexico, 1,000-500 B. C. 
Polished brown terra cotta, 3” high 
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Student Project 


AS THE STUDENT’S KITE FLIES ON DERBY DAY, SO GOES HIS MARK AT ILLINOIS 


From time to time, designers have been 
known to go on kite-flying kicks, but 
to most kites re- 
membered as a children’s pastime. Yet, 


nostalgic adults, are 


surprisingly enough, very few toy 
stores today stock them and it’s rare to 
see kites in the hands of kids. The kite 
todas least 
longs primarily to the scientific world. 
The U. S. Weather 


soaring power 


in this country at be- 
Bureau their 
aloft their in- 
struments. At the University of Illinois, 
Assistant 
ski as a design 
workshop problem for students of 


uses 
to raise 
Edward J. 


Pan? . 
I rotesso! 


Zagor- 
has found a new use 
in- 
dustrial design. 

Kite Derby Day at Illinois is test day 
and also an occasion for fun, follv, and 
fiascos, as the photos show. It started 


May 


assort- 


this year one morning in early 
The arrived with an 
ment of weird and vari-colored kites 
suggesting 
interplanetary missiles, 


students 


some flying insects, some 


others based 


on geometric shapes repeated and reit- 


96 


erated in fantastic combinations. The 
question that faced each student was: 
Will it fly? Although they had made 
test models of tissue paper and balsa 
before going into full production, and 
had mathematically balanced weight of 
kite against size, the results would only 
be verified by a full-scale trial against 
the chaotic and eccentric wind—a fear- 
ful opponent. Although the laws of 
aerodynamics had committed to 
memory, and built into the contours of 
the kite, one unanticipated gust could 
ruin months of hard work. 

Professor Zagorski and _ instructor 
Price checked each kite on 
three points: flight, construction and 
design. Every kite had not only to get 
off the ground but soar at a minimum 
height of 200 feet. After its flight, it 
was inspected to see if it had withstood 
the rough landings, strong winds, and 
other mishaps encountered. Both on the 
ground and in the air its design was 
contemplated. On the wing the kite is 


been 


Leonard 


All photos: Edward J. Zagorski 


> : rhe 
> Se ae 
~'\ Ul Saas 
= 
wt: Mol: if 
ie eee 
4S Re 


School: University of Illinois 


Instructors: Edward J. Zagorski, 


Leonard Price (above). 


Participants: sophomores enrolled in 


the industrial design option 


a volatile and vivid creature: sunlight 
plays through its coverings and mod 
fies its colors as it darts and dips 
antic flight. 

This dramatic test of a design pr 
ject particularly pleases Professor Za 
gorski 
his 


No student can explain awa 
product’s shortcomings by mum- 
bling that the instructor doesn’t see ey 
to eve with his point of view. With the 
kite, the student has one problem—get 
it into the air so everyone can see it. Ir 
a very real sense the kite is a teaching 
project; while it offers free play for the 
imagination, it presses home a point 
design is inseparable from function 
and structure. 

The answer to the question was 10 
most the affirmative; in the 
years the industrial design department 
has given the problem, 90% of the kites 
have flown. 


cases in 


Zagorski’s analysis 
problems in designing a kite is present 
ed overleaf.—i.w 


Professor 














The first impulse the student has in 
designing a kite is to build the biggest 
one, but he soon finds that the extra 
stiffening needed makes the _ kite’s 
weight greater in proportion to its size 
until a point is reached where the 
weight increases faster than the lifting 
power. A length of 20 to 48 inches is 
usually satisfactory, although much 
larger kites have been built and flown. 
To gain greater lift, two or more kites 
can be tied in tandem. 

A kite having a single plane surface 
will normally require a tail to maintain 
flight. Since students almost invariably 
are interested in three-dimensional 
kites, tails have been bobbed almost out 
of existence. Three-dimensional kites 
fall roughly into three categories: com- 
pound, box, and tetrahedral. There are 
always some kites, at times combining 
elements of all three. 

The basic unit for a simple box kite 
consists of a cell, a vent and another 
cell, with the vent normally as large or 
larger than the cell. Its shape usually 
follows some geometric pattern 
square, rectangle, triangle—or combin- 
ations of these or repetitive extensions 
in any direction. 

Compound kites consist of a keel plus 
plane surfaces or wings. The plane sur- 
face must be equal to or less than the 
surfaces in the other planes or the kite 
acts as a single plane and a tail is need- 
ed to maintain flight. 

The celebrated tetrahedral kite, in- 
vented by Alexander Graham Bell, can 
be increased in size beyond that of any 
other type. The name is derived from 


BOX KITE 







BRIDLE 


The intricacies of kite design and construction 


COMPOUND 
KITE 


by Assistant Professor Edward J. Zagorski 


tetrahedron—a solid bounded by four 
surfaces. Two of these are papered to 
form the tetrahedral cell and a surpris- 
ing number of innovations have been 
designed by students. 

The coverings chosen will affect both 
the kite’s final appearance and per- 
formance. For strength, silk span, 
wrapping paper and silk are frequently 
used. For color and pattern, cellophane, 
tissue paper and crepe paper are used 
separately or combined. Thin papers or 
crepe paper make for quiet flying; 
glazed papers add to a kite’s antics. 

An important aspect of kite construc- 
tion is the arrangement of the bridle— 
a short loop or loops of string attached 
to the midsection of the kite. The line 
which holds the kite is attached to this 
bridle. If the line intersection is too 
high, the kite will lie too flat; if too 
low, the kite, being top heavy, will dart 
violently. 

About 90% of all kites brought to 
the field on Derby Day have flown. Of 
these, a few will have a single flight 
life, since the hazards of trees, build- 
ings, and wires exact their toll. A sud- 
den gust of wind or a hard landing can 
deal a kite a mortal blow. Frequently 
a good kite is lost when after soaring 
several hundred feet high, it snaps its 
line to ascend higher and higher. 

Each year after Derby Day we are re- 
minded that besides the obvious lessons 
learned in construction and function, 
coupled with aesthetics, we have still 
another reason for giving the kite prob- 
lem all of us thoroughly enjoy the 
experience. 
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flight. He 4 Hosman’s spherical ki : colored with light and shadou 


Susan Brands makes a pilot m 


for testing before building her kit 





Wally Herbst attaches the 
bridle to his box kite. 




















wings Kenneth Newstrom’s compound kite takes to the ai 
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Design review 


Burgess drink aerator: Chapman cuts corners to fit new blender to market 


Engineer's model 


Dave Chapman Industrial Desig 
has created a new product for By 
gess Vibrocrafters, Inc.—a low cow 
low speed mixer for the giftway 
market that gives a luxury taste; 
juices and cocktails. Selling at , 
suggested list price of $22.50, th 
BVI drink aerator is being market 
for its flavor value, but the desig 
story indicates a thorough detailirg 
of Burgess’ unique product idea 
The company came to the desig 
team of Dave Chapman, Kim Ya 
asaki and Doug Anderson with, 
patented mechanism for beating ani 
aerating liquids at the same time 
a concept of creating its own plae 
in the small appliance market; ar 
a working engineer’s niodel of th 
mechanism (bottom). But the a 
gineering prototype had no specifi: 
direction in styling or function 
The Chapman team specified a 
three-piece die-casting for the hou 
ing, which answered several pro 
lems. The base was heavy enougi 
to balance the weight of the hinge 
motor unit in the head. This made* 
possible to insert or withdraw th 
mixing shaft without tilting the cm 
tainer or extending the unit toa 
awkward height. (Thus a full quar 
container can be used, a unique fet 
ture on the home market.) The dit 
casting also allowed a double-pot 
support which gives greater 
strength to the hinge, and create 
visual distinction from other mixers 
The aerator operates on a prik 
ciple of channeling air into the lit 
uid as well as beating i* in. By locat 
ing air ducts at the top and reat 
of the head, instead of the top am 
sides, the unit is easier to clean atl 
the motor is protected from spatt!! 
Turning to the containe! 
tests showed that the vortex ac' 
of the turning liquid makes it 
up the sides of a round contail 
Square shapes, on the other h# 
collect sediment in the corners. § 
tion: a trapezoidal shape W' 
rounded corners that defeats 
problems. (Polyethylene conta 
by Blackhawk Molding Co 
Crisp styling in keeping with! 
home furnishings trend, p: 
pliance colors, and a moto! 
that looks like a motor sha 
finishing touches to the desig 
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Knoll furniture: Saarinen eliminates legs to simplify subscape 


In Eero Saarinen’s prototypes for 
a new Knoll furniture line, molded 
plastic chair shells and rounded 
table tops grow from slender, tap- 
ered bases in a continuing flowing 
line akin to stem wine glasses. The 
innovation stems from the arch- 
itect-designer’s search for a_ har- 
monious, organic and restful whole 
“Lezs have become a sort of metal 
plumbing,”’ Saarinen says. “I 
wanted to make the chair all one 
thing again.” 


The idea began about four years 


ago, and the design proceeded from 
drawings, to quarter-scale models 
set up in scale-model rooms, to full- 
scale clay models—in which sculp 
tor Saarinen was assisted by Donald 
Pettit. With a Knoll research team, 
they subjected the furniture to 
strenuous tests: for example, a 267 
pound load was placed on the seat 
of the side chair, pushed back witl 
100 pounds pressure 41,000 times 
until the front edge of the pedestal 
left the floor. No evident damage 


The unity and quietness of the 





od 


organic forms are stressed by single 
neutral colors—white, grey, beige 
and black—with color variety made 
possible in the seat cushions. Low 
cost, despite its elegant appearance, 
the line consists of side chairs, arm 
chairs, swivel chairs, a large din- 
ng table, coffee tables and side 
tables (in both round and oval 
shapes). An additional feature in 
the swivel chairs is a device that 
automatically returns the seat to its 
proper position for automatic or 


derliness of the room 
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Design review 


The great debate in TV between sets that look like furniture and those that look like 
instruments comes closer to resolution this year by way of invention: the advent of 
the shorter 110 picture tube. GE, Hotpoint and Phileo have reduced the depth of 
receivers up to 72", are promoting flushfit with furniture. Further simplification j 
made possible by Zenith’s new dial antenna that eliminates rabbit-ears. 











? Hotpoint’s slender profile is seen 

in “lowboy” console at top of line. | General Electric 14” _ portable 
Other features: pre-setting for compares with Hotpoint in weight 
automatic tuning, three speakers, picture area, depth of cabinet, tele 
including 4” tweeter, remote con- scoping antenna. $139.95. 21" com 
trol as standard equipment. sole below with front placement d 
$449.95-$465. 14” portable at right speakers on a tilted baffle permit 
is only 13%” deep, weighs 24 lbs., flush fit, forward-directed sount 
has built-in pop-up antenna. 110 $249-$269. 

tube increases picture size to 108 

sq. in., 12%% larger than 90° tube. 


$149.95. 





t Hotpoint 21” table model, uses 
110° tube for 15” depth, black 
ebony and white housing, straight 
sides with front speakers for flush 
fit with furniture. $229. Other fea- 
tures: automatic focus, automatic 
sight and sound tuner, horizontal 
speed control, aluminum voice coil. 








> 


* Phileo “Slender Seventeener” 


portable uses 110° picture tube for 
155 square inches of viewing area, 
sultease 


depth of box to 


Aluminum 


reduces 


size. cabinet has lou- 


vered side speaker grille; rotating 


handle antenna, can be 


nouses 
turned to pick up strungest signal. 
covered 


gold, or 


Finished in red or 


in alligator leather; suggested list 


price $179.95 


“Wavemagnet” 


| Zenith 


antenna 
eliminates rabbit ears by means of 
trans 
cord of TV 


as active antenna element, 


impedance matched signal 


former. Using power 


recelve! 


induction coil extracts signal elec 


tromagnetically and applies it to 
Three 


input terminals of receiver 


position dial selector attaches to 


set, adjusts coil (see spring in cut 
away) to optimum sensitivity on 


both VHF and UHF. $14.95. 


eee eee eseeeeeeeeeeeee 
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Des'en Review 





Air conditioners, while still expensive, are an increasingly popular home conve. 
nience — 1,750,000 room units were sold last.year. To increase this, manufacture» 
have reduced power appetites without lessening cooling powers. The inevitable rx. 
sult: portables, shown by RCA Whirlpool and others. An inescapable part of a room: 
furnishings, conditioners with fabric panels, hidden controls look like furnitur 
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? Portable RCA Whirlpool Feather- 
weight 75 weighs 90 lIbs., can be 
plugged into any 115 volt house- 
hold circuit. % hp. motor delivers 
6,000 BTU per hr. Aqua enamel on 
aluminum, it measures 21” wide, 
14” high, 14” deep. 


| Low power consumption is claim 
of Fedders Super-Supreme, th: 
first 1 hp. conditioner to use only 





7.5 amps of 115 volt circuit to de- 


liver 9,000 BTU per hr. It is done, . : 5 ; 
ce ? Fabric panel front gives Amana 
says its maker, by an exclusive 2- ua , 4 
Slim-Lo the look of radio console. 
cylinder hermetic compressor, an - f 
9 oO increase appe: y -corator 
oversize evaporator and 3-row con eens appeal —_ —_ rator 
am iin conscious consumer, fabric may be 
de nse! ao0Y 2D. = 


changed. As its name implies it is 
— = slim—15'2" deep—and 18” high. It 
also has charcoal filter, 2-speed fan. 
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? Rotating fan, moving a ful! | 


degrees in the Mitchell Ro 


to ( 


pushes air in all directions. Mount 


ed on two ball bearing floats, th 


fan is self-propelled and may & 


locked in one position, adjusted i 


speed. % hp. to 2 hp. models, $3594 


to $495.95. 








? Air purifying system 


two models in Phileco ai: 


tioner line. Called the I 
cleans air by ionizing dirt 


which increases their adhere! 


aluminum filter. Activat 
coal filter completes the 


$379.95, $399.95. 

















nve. — Tumbler fan is 21”-diameter ver- 
rer sion of model introduced last year 
by Chemex Corp., utilizing plastic- 

> Ye. ized paper discs as fan blades. 
ym's Weighing only 16 lbs., it works at 
; any angle. Cowl and base are made 
ure of Royalite. Inventor: Dr. Peter 


Schlumbohm. $75.00. 








? Personal Fan for office desks is 
angled to prevent mussing papers. 
Air is circulated by centrifugal im- 
peller, forced through narrow grill. 





Made of high-impact polystyrene, 
it was designed by John C. Wis 


trand for Brown & Bigelow. 


jubdans 








| Aerodynamic grillework of the 
Vornado Golden Sierra follows the 
lines of spreading air, masking the 
circular motion of the fan blades. 
As much controlled as a condition 
er, it has a timer, air purifier, light 
to indicate when power is on. $79.95. 







































































? High-impact polystyrene is used 
for first 
window 


time to house portable 
Weight of 24” x 24 
Fan 
has choice of three speeds. Design 
Meier Electric & Machine 
Company by Reinecke & Associ- 


fan. 
x 6” unit is reduced to 20 lbs. 


ed for 


ates. $69.95. 
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TECHNICS @ catalog of 


new products, materials, processes and finishes 


Vertical ascending jet 


The Air Forces’ experimental jet plane, the 
X-13 Vertijet, shoots skyward in absolute 
vertical position, then quickly makes the 
transition to conventional horizontal flight. 
Takeoff, for this unusual plane, is from a 
horizontal from which the plane’s 
nose is suspended. Because the plane can 


cable 


hover at zero air speed, landing can be 
accomplished by dropping earthward in 
vertical position to the landing cable and 
jockeying back into “hooked” position ready 
for the next takeoff. The hook on the plane’s 
nose becomes the sum total of the landing 
gear, cutting 10% from the jet’s weight. 
With its astonishing ability to rise and 
descend on a column of seething exhaust 
gas, the Vertijet eliminates the need for 


long runways that other jets require 

A major change in the design of jets 
possible with the Vertijet because the wing 
shapes are not dictated by ordinary land 
ing speed requirements but can be sty) 
specifically for supersonic flight. 

The Vertijet experimental models wi 
built for speeds cf 300 miles per hour. TI 
is by no means the top speed attainabk 
is all that was required for test purpos: 
By the time a conventional jet is 15,000 fi 
down a runway, the Vertijet is 15,000 f 
in the air. 

T. Claude Ryan, president of Ryan Ae 
nautical Co., says that the vertical takeof 
principle is only practical for high sup 


“ sonic speed use. Commercial aircraft ne 


high weight carrying capacity for low fu 
The Vertijets 
power to get aloft while commercial craft 


use engir 


consumption. 
make greater use of their wings for a ga 
saving. 

Aeronautical ( 


Manufacturer: Ryan 


San Diego 12, California. 
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Wireless neon signs 


Neon light that needs no electrical conne 
tions for the lighted letters, and permits 
quick changes of text or color, has been pu! 
on the market by the Radalite Corporation 
The new device marks the first commercia 
application of induction lightirg: light 

created by a radio beam emanating from4 
high frequency transmitter and picked uj 
by an antenna molded within the racks 0 
which the letters are displayed. Letters 
numerals, and punctuation marks, ar 
available in (red, blue, greet 
geld and white.) They consist of glass tubes 


r 


coated on the inside with a phosphur, an 


five colors 


contain various inert gases such as arg’ 
neon, helium, xenon, or krypton, in com 
bination with mercury. When the letters 4! 
placed on the rack containing the antenna 
they are activated by the radio beam, an 
the inert gas molecules are set in motion 
this activity causes the phosphur nsi¢ 
the tube to glow, which creates ligh! The 
variety of colors is obtained by changing 
the combination of phosphur and 
The racks for the letter display at 


rasses 


made 








mpact polystyrene extrusions, are Truck levels to platform 
eet long each, portable, and lend 
Modern truck loading and unloading will 


take place without manual lifting or lower- 


ves to a variety of arrangements. 
nected that the new signs will find 


application in department stores, ing if the Lo-Loader truck design of the 


narkets, restaurants, gas stations, Thompson Trailer Corporation prevails 


hotel lobbies, and theatres. The new Lo-Loader truck has a body that 
ifacturer: The Radalite 


38th Street, Long Island City, 


ooms, 
Corpora- can be moved up and down like an elevator 
to come level with loading platform or curb- 
The the 


that street loading time is cut to a third. 


side. manufacturer makes claim 


Yxrxx 


Car tire with built-in balance Aluminum brightness increased 


The Railway Express Agency is already 


testing the claim. 


enger tire with built-in balance is . . mn 
itl ir Anodized aluminum extruded shapes are Three hydraulic cylinders operate inde- 
ed to produce easier steering, vibra- F : 

available with an increased 


that 
extrusions in 


made pendently, enabling the driver to tilt the 
truck body 


either side. This means that the truck can 


being 


rides even at high speeds and 


mean wider use of frontward, backward or to 
the 
architectural, and appliance fields. The new 
alloy, called Alloy X6463, is heat-treatable, 
and offers a bright finish when anodized. It 
that the this 


treated metal will make it especially useful 


brightness may 


tread wear, has been developed by 
sk Tires Division of U.S. Rubber Co. 
re called the Safti-Flight, represents 


aluminum automotive, 
be jockeyed to conform to any loading dock 


regardless of whether it is resting on a 


provement that has been the goal of level, irregular or sloped surface. The Lo- 
front-wheel this 


makes it possible to eliminate the rear axle 


since autos came out with 
front 
\s auto suspension systems have been 


‘d and 


nakers evel 


it expected brightness of Loader has drive and 


wheel suspension in 


for such automotive applications as bump- and conventional drive shaft. Mating chan- 


auto performance increased, 


nels, which connect the body and the chassis 
containing the front driving axle, engine 


ers, grilles, trim panels, frames, emblems 


balance has been an important consid- . 
on I and Architectural 


lettering. 
on in car developments. The balance 


applications 


will include store fronts, ornamental work, 
marquees, ventilators; the new extrusions 
can well be utilized for trim parts on re- 
frigerators, washers, dryers, and air con- 
ditioners. Extrusions in the new alloy are 
now available for both commercial and de- 
velopmental applications. 


and cab, act as the elevator guide. 

The trailer rides at conventional height, 
resting on chassis springs attached to rea 
wheel hydraulic levers. When the trailer is 
lowered, the rear wheels retract into the 
wheel housing like an airplane landing gear 


The trailer can be lowered from its normal 


The 
X6463 similar to those of the 
familiar Alloy 6063 of Alcoa. 

Manufacturer: 


mechanical driving position to ground level in 12 sec 
onds. The Railway Express truck has a 


5-ton capacity. No sale price has as yet 


properties of 


Alloy 


are more 


| 
i 
| 
: 
F 


Aluminum Company of _ been set. 


America, 796 Alcoa Building, Pittsburgh 


19, Pa. 


Manufacturer: Thompson Trailer Corp., 
Pikesville, Maryland 


een achieved on the Safti-Flight 
iding in its construction a thin, 
that runs com- 
ind the inside of the tire. This 
lance band, is vulcanized to the 
he tire when the tire is cured. 


f dense rubbe 


band is also said to give extra 
nd an object in case of puncture, 
ping to prevent sudden air loss. 
Flight also has a new tread de- 
high speed performance. 

turer: United States Rubber 
\venue of the Americas, New 
y 











Technics 


Plastic floats reduce evaporation 


Miniature foamed plastic floats with a new 
four-pointed shape for tight surface cover- 
age, are said to reduce evaporation losses 
if volatile 
Made of Eastman Tenite 


oats contain thousands 


olutions by as much a iD 


polyethylene, the 
of tiny, closed air 


cells, have good buoyancy, strong chemical 


and solvent resistance and toughness. Ten- 


te polye thylene floats can be used to reduce 


evaporation of liquids, since they are chem- 


cally inert and neithe 


affect a 


contaminate not 
olution 
Manufacture) Americal 


ration, P.O 


Agile ( orpo- 
Bedford, Ohio 


Box 168, 


Magnet aids in tube assembly 


Magnetic “fields” are used as an as 


being 
sembly aid at General Electric’s Owensboro, 
Ky., plant. A Alnico 5 


attached to a 


small U-shaped 


permanent magnet small 
metal strip, worn as a ring by the assembly 
worker, facilitates assembly of tiny 
of high 
bility electronic tubes for military and air- 


craft Small 


parts 


n precision manufacturing relia- 


use, component parts can be 
stored all around the magnet where they 
are conveniently accessible to the assem- 
ble 
Manufacture) 


Owensboro, Ky 


General Electric 


Large corrugated Plexiglas sheets 
Corrugated Plexiglas 
10 feet 


and translucent 


sheets in sizes up to 


Rilo x in both colorless transparent 


architec- 


colors for signs, 


tural and decorative applications are now 


being manufactured by a Philadelphia plas- 


ties fabricator. The new sheets, made from 


Plexiglas RL sheets, are available in thick- 


7 and .250 inches, with *% inch 


‘ ~ i 


gh corrugations occurring at every inch 
or w.th 1 


ae 
“a 


inch corrugations every 2% 


inches. It is expected that the new sheets 
will allow greater design flexibility in the 
fabrication of commercial signs and other 
products where large expanses are required. 
12 x 
12 foot oven and a 12 x 16 foot corrugated 


Manufacture of the sheets involves a 


press with extruded aluminum dies. 
Manufacturer: Manufacturing 


Ave., Phila- 


Amplex 
Company, 2325-31 Fairmount 


delphia 30, Pa. 


Fast-curing paint resins 

The American Cyanamid Company has an- 
nounced two new fast-curing surface coat- 
ing resins for paint which are said to give 


greater impact and chemical resistance 
than conventional finishes. The new resins, 
Cyzac 1006 and Cyzac 1007, are expected to 
find many applications in finishing metals. 
They are being marketed through the com- 
pany’s Plastics and Resins Division. 

The resins can be used alone or, modified 
by Rexyl alkyds, to provide especially high 
resistance, Other 


impact properties that 


the resins are said to share are flexibility, 
high initial gloss and good gloss retention, 
unusually good enamel stability, and bette 
adhesion than conventional finishes. 


Cyzac 1006, used with a primer, is in- 


tended for application in washing machine 
and stove surfaces where initial color and 
color retention are important. It is hoped 
that the good hardness-impact relationship 
will make it useful in the 


equally auto 


enamel field. 


Cyzac 1007 can be applied over unpriny 
steel making it applicable for refrigerat 
walls, other electric appliances, meta! ¢a| 
nets, furniture, hospital equipment and 
toys. 

Manufacturer: American Cyanan 
Company, 30 Rockefeller Plaza, New y 
20, N. Y. 


Mylar for product trim 
Pressure-sensitive Mylar can now be a 
plied to such products as air-conditio 
control panels to produce a gleaming s 
face. Fasson Products Company has lx 
able to treat Mylar to produce the gleami) 
quality when the specially treated My); 
is applied to trim parts. The Fasson Myla 
available in embossed patterns and a va 
ety of colors, can be used to replace met 
trim parts. It is easily applied: paper 
peeled off the back of the wrapped Myla 
and the material is pressed into place 
high-tack, pressure-sensitive adhesive 
lar sticks to any clean, smooth surfac 
Products, 
Ohio 


Manufacturer: Fasson 


Chester St., Painesville, 


New fire warning and locating unit 
fire 
system with a series of detectors installed 


An automatic warning and locatir 


numerous zones, has been made availa 


for use in small businesses, small factor 


and semi-commercial buildings. Ca 


Zonalarm, the unit is particularly 
suited to industrial installations wher 
use and storage of inflammable mate: 
presents constant fire danger. The unit g 
into operation when fire starts or heat ris 
causing thermostatic detectors installed 
the ceiling throughout the protected ar 
to be closed. The location of the fire appea 
on a central indicator panel and a self-cor 
tained bell loud 
The 


consists of a transformer, relays, 


sounds warning signal 


unit powering the fire alarm syst 
terminals and a battery compartment, and 
may be mounted in any convenient locatio 
Both 
prewired at the factory, which simplifi 


indicator panel and power unit ar 


the installation; only an interconnecting 
cable is needed between the two units. Zor 
alarm systems cost approximately $20 
Manufacturer: The Edwards Compan) 


Inc., 90 Connecticut Ave., Norwalk, Conn 











in INDUSTRIAL DESIGN’S annual series on 
CREAT AREAS OF DESIGN 


ying with its interest in making major regional 
INDUSTRIAL DESIGN will devote more than 50 
of its October 1957 issue to the story of the West 
yne of America’s great industrial frontiers. 
West Coast is the nation’s newest and presently 
vs 3rd largest industrial area. An area where in- 
spring up overnight, where basement operations 
e big business, where innovation and invention and 
leas are what pay off. 
editors will dig deep into the West Coast design situ- 
[hey will probe into the West Coast’s biggest indus- 
well as the significant smaller ones. This pene- 
gy article will show how industrial designers can help 
lirection to the rapid growth of the area, and will 
thead to trends emerging from West Coast industries. 
are some of the industries to be singled out for re- 
aircraft, instruments, electronics, aluminum, mis- 


OCTOBER 1955 * 
DESIGN IN DETROIT 


AND NOW! 


yaa 


OCTOBER 1957 


siles, office machines, solar energy. The West Coast is a 
design frontier in architecture, furniture, appliances, 
stone, clay, and glass products. Many national design 
trends have originated here since the war, and continue 
to spring up. 

In its October report, INDUSTRIAL DESIGN will again 
develop a significant close-up of a region whose direction 
is affecting industry everywhere. 

INDUSTRIAL DESIGN for October, featuring this signi- 
ficant close-up of “Design on the West Coast,” will be 
essential reading for all active Industrial Designers and 
executives throughout industry who are concerned with 
product design, development, and marketing. 

You and your associates will want to read INDUSTRIAL 
DESIGN in October. The subscription card at the back of 
this issue, mailed today, will start a subscription at once 
and assure delivery of the October issue. 


OCTOBER 1956 * 
DESIGN IN THE MIDWEST 


‘wards as the best single issue in Industrial Marketing’s annual Editorial Achievement Competition 





NUMBER TWENTY THREE IN A SERIES: CONTEMPORARY THINKING ON DESIGN 


Two distinguished Design Executives interpret the expand- 
ing role of design in industry ... how form, technique, and 
appearance have emerged as major factors in volume manu- 
facturing and marketing 


7 


“Today, a designer of influence must 


be a person of unusual depth. His 
responsibility to client and consumer 
requires him to understand technol- 
ogy, not technique, and to be guided 
not by statistics but by his own knowl- 
edge of psychology and sociology. He 
is charged with guiding our powers of 
production and distribution to better 
and more profitably serve the require- 
ments of the consumer, and he must 
understand each.”’ 

Jules Becker & Nathaniel Becker, A.S.L.D. 


Becker and Becker Associates 


Vew York City 


INDUSTRIAL DESIGN is enthusiastically en- 
dorsed by executives in management, design, en- 
gineering, production, marketing, sales, and related 
activities. Like Messrs. Jules and Nathaniel Becker, 
these men look to INDUSTRIAL DESIGN for authorita- 
tive reporting on total design—the cross-fertiliza- 
fion of company de sign policy, product deve lop- 


ment, and marketing. 


WHITNEY PUBLICATIONS. INC. 16 EAST SO STREET. NEW YORK 22. N. Y 


For Your Calendar 

June 28-September 8. The Main and Mezzanine Galle: 
the Museum of Contemporary Crafts will be given over | 
an exhibit of “Tools, Techniques and Materials.” M 

of Contemporary Crafts, 29 West 53rd St., New Y: 
New York. 


July 6-28. Processes for Design Problem-Solving. 1 
week summer program, Institute of Contemporary A 
Boston, Massachusetts. 


July 27-November 4. The eleventh International 1 
nial Exhibition of Modern Decorative and Industria! Ar 
and Modern Architecture will base its program or 
themes: 1) relationship of the arts, 2) contemporary 
chitecture, 3) art production and industrial design. T| 
address is, as always, Milan, Italy. 


July 30-September 22. In recognition of the exceptiona 
high level that Swiss graphic art has reached since Wo 
War II, an exhibit of the work of 12 Swiss graphic desig 
ers will be shown at The Institute of Contemporary A 
230 The Fenway, Boston 15, Massachusetts. 


September 9-13. The Instrument Society of America, « 
voted to the technology of instrumentation and automa 
controls, will convene for its 12th Annual Instrument Aut 
mation Conference and Exhibit, at the Cleveland Audit 
rium, Cleveland, Ohio. About 500 exhibits are sched 
and some 100 papers will be delivered. 


September 12-22. The National Furniture and Home Fw 
ishings Show will be held at the Coliseum, New Yor! 


September 17-18. “Plastic Materials for Roof Const: 

tion” will be the topic for the fourth meeting of the P 

tics Study Group of the Building Research Institute, t! 
technical society of the building industry. The place is G 
Washington University, St. Louis, Missouri. 


September 18-24. An International Design Congress 
be held in Darmstadt, Germany, under the sponsorship 
the Frankfurt Industrial Design Organization. The the 
of the Congress will be “The Creation of Good Desiz 
its Acceptance by the Public.” 


October 14-18. The National Hardware Show will be he 
at the Coliseum, New York. 


October 24-25. The Aircraft Electrical Society wil 
duct its annual display of the latest aviation elect 
products in the Pacific Auditorium, Los Angeles, ‘ 
fornia. 


October 28-31. The Third Trade Fair of the Atomic In 
try will be held at the New York Coliseum, New York (i! 


October 28-November 1. The National Business Show 
be held at the Coliseum, New York. 


October 31-November 1. Third Annual Technical ‘ 
ence of the Electron Devices Group, Institute of R 
Engineers, will be held at the Shoreham Hotel, Was! 
ton, D. C. Papers will cover developmental techniqui 
devices, including electron tubes and transistors. 


November 1-4. Third Creativity Conference, sponso 
the Boston Institute of Contemporary Art, will be 
Arden House, Harriman, New York. Registration 
made at the Institute, 230 The Fenway, Boston 15, M 


December 1-6. There will be a design engineering 
ence held in conjunction with the annual meeting 
American Society of Mechanical Engineers, the 
House, Chicago, [llinois. 
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SOCKETS TO MATCH 
YOUR ’57 CHRISTMAS TREE 


\ more colorful Christmas—1957 is in the making today. 
To match the trend to Christmas trees sprayed in a host 
of colors, Conart Co., Inc., is now molding light socket 
husks in a variety of colored BEETLE® Molding Com- 
pounds to be strung on matching wire strands. Sturdy, 
hard BEETLE is an excellent insulator, and its molded-in 
color resists heat and discoloration, can’t chip off. Conart 
produces enough husks each month to stretch twice from 
coast to coast. 


wee 





LAMINAC® SIGNS WARN OF 
“OPERATION ELECTROCUTION” 


These LAMINAC signs point to a great experiment in sea lamprey 
control being conducted by U.S. Fish and Wildlife Service 
in the Great Lakes area. To kill these destructive eellike fish, 
electrically charged lines are stretched across areas where 
lampreys return from spawning. Passers-by are warned off by 
signs posted on land and in the water. To make them waterproof, 
with warnings that can’t wash off, Perry Plastics, Inc., makes 
the signs of glass-reinforced LAmMiNAc Polyester Resin. Color 
is molded in, so signs never need painting and will never rot 
or rust away. 





ANGELIQUE’S CYMEL” AEROSOL 
WINS CSMA AWARD 


1956 saw the first successful all-plastic aerosol spray dis- 
penser made of CyMeL Melamine Molding Compound. And 
it brought the top Chemical Specialties Manufacturing 
Association, Inc. award in the class of glass and plastic 
aerosols to Angelique’s CymeL dispenser for Black Satin 
spray Cologne. Plastic aerosols are popular with the ladies, 
(oo—feel warm and pleasant in the hand, resist breakage 
and corrosion, eliminate evaporation. Their success points 
the way to many new packaging possibilities with CyMEL. 











| >) AMERICAN CYANAMID COMPANY 
PLASTICS AND RESINS DIVISION —_CYANAMID 
3/C Rockefeiler Plaza, New York 20, N.Y. 


ada: North American Cyanamid Limited, Toronto and Montreal 
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Designed with 


PLEXIGLAS 


in mind 








From side to side and top to bottom, the hand- The use of PLEXIGLAS resulted in these advantages: 


E ‘ : @ Distinctive product identification, illumination, and control 
some control panel of this automatic washer is a dials are combined in one transparent material. 
‘nol . ded of tr — P The water-white clarity of the molding gives depth and 
single unit, molded of transparent PLExIGLAS® sparkle to the decorative treatment. 
‘ a —" i f f i 
acrylic plastic. The panel is lighted by concealed The smooth, integral surface of the panel is easy to keep 
, clean and gleaming. 
fluorescent lamps. Metallic effects, colors, letters The durability of PiexiGtas and its resistance to discoloration 
maintain the quality appearance of the panel throughout 
and dial markings are achieved by decorating the life of the machine. 
Manufacturing costs and parts inventory are reduced because 
the back surface of the crystal-clear molding. there ere fewer parts to be asserabled. 


Our design staff and technical representatives will be glad to tell you what PLEX1GLAS molding powder can do for your product 
Ss i Ss Ss ~ i 


Chemicals for Industry 
Canin Dnt: Ciel as Pati, Ll [4 ROHM £ HAAS 
130 Queen’s Quay East, Toronto, Ontario, Canada 


COMPANY 
WASHINGTON SQUARE, PHILADELPHIA 5, PA 


Re preseniatlives in rincipal oreign countries 
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